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INTRODUCTION 

If Music be, among the arts, "Heaven's youngest- 
teemed star/' the latest of the art-fonns she herself 
has brought forth is unquestionably Opera. Three 
hundred years does not at first seem a very short 
time, but it is not long when it covers the whole 
period of the inception, development, and what 
certainly looks like the decadence, of an important 
branch of man's artistic industry. The art of paint- 
ing has taken at least twice as long to develop ; yet 
from Monteverde to Mascagni the distance is as 
great as that which separates Cimabue and Degas. 
In operatic history, revolutions which in other arts 
have not been accomplished in several generations, 
have got themiselves completed, and indeed almost 
forgotten, in the course of a few years. Hardly 
more than a decade ago, for example, Wagner's 
maturer works were regarded, by the more charitable 
of those who did not admire them, as intelli^ble 
only to the few enthusiasts who had devoted years 
of study to the unravelling of their mysteries; 
the world in general looked askance at the 
" Wagnerians," as they were called, and professed 

to consider the shyly-confessed admiration of tiie 
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amateurs as a mere affectation. In that time we 
have seen the tables turned, and now there is no 
more certain way for a manager to secure a full 
house than by announcing one of these very works. 
A period only slightly longer embraces the latest 
Italian renaissance of music, the feverish excite- 
ment into which the public was thrown by one of 
its most blatant productions, and the collapse of a 
set of composers who were at one time hailed as 
regenerators of their country's art. 

But though artistic conditions in opera change 
quickly and continually, though reputations are 
made and lost in a few years, and the real reformers 
of music themselves alter their style and methods 
so radically that the earlier compositions of a 
Gluck, a Wagner, or a Verdi present scarcely any 
point of resemblance to those later masterpieces by 
which each of these will be immortalised, yet the 
attitude of audiences towards opera in general 
changes curiously little from century to century ; 
and plenty of modern parallels might be found, in 
London and elsewhere, to the story which tells of 
the delay in producing " Don Giovanni " on account 
of the extraordinary vogue of Martini's " Una Cosa 
Rara," a work which only survives because a certain 
tune from it is brought into the supper-scene in 
Mozart's opera. 

There is a good deal of fascination, and some 
degree of truth, about the theory that different 
nations enjoy opera in different ways. According 
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to this, the Italians consider it solely in relation to | 
their sensuous emotions ; the French, as producing 
a titillating sensation more or less akin to the 
pleasures of the table ; the Spaniards, mainly as a 
vehicle for dancing ; the Germans, as an intellectual 
pleasure, and the English, as an expensive but not 
unprofitable way of demonstrating financial pros- 
perity. The Italian might be said to hear through 
what is euphemistically called his heart, the French- 
man through his palate, the Spaniard through his 
toes, the German through his brain, and tiie Eng- 
lishman through his purse. But in truth this does 
not represent the case at all fairly. For, to take 
only modern instances, Italy, in whose congenial 
soil '^Cavalleria Rusticana" and tiie productions 
it suggested met with such extraordinary success, 
saw also in "Falstaff" the birth of the wittiest 
and most brilliant musical comedy since " Doi ^^} , ^ 
Meistersinger." Among recent French operas, 
works of tragic import, treated with all the intricacy 
of the most advanced modern schools, have been 
received with far greater favour than has been 
shown to works of the lighter class which we 
associate with the genius of the French nation. 
In Germany, on the other hand, the greatest 
successes with the public at large have been won 
by productions which seem to touch the lowest 
imaginable point of artistic imbecility ; and the 
ever-increasing interest in musical drama that is 
manifested year after year by London audiences 
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shows that higher motives than those referred to 
weigh even with Englishmen. The theory above 
mentioned will not hold water, for there are, as 
a matter of fact, only two ways of looking at opera : 
either as a means, whether expensive or not, of 
passing an evening with a very little intellectual 
trouble, some social idcU^ and a certain amount 
of pleasure, or as a form of art, making serious 
and justifiable claims on the attention of rational 
people. These claims of opera are perhaps more 
widely recognised in England than they were some 
years ago ; but there are still a certain number 
of persons, and among them not a few musical 
people, who hesitate to give opera a place beside 
what is usually called ''abstract" music Music's 
highest dignity is, no doubt, reached when it is 
self-su£Bcient, when its powers are exerted upon 
its own creations, entirety without dependence upon 
predetermined emotions calling for illustration, and 
when the interest of the composition as well as the 
material is conveyed exclusively in terms of music. 
But the function of music in expressing those sides 
of human emotion which lie too deep for verbal 
utterance, a function of which the gradual recogni- 
tion led on to the invention of opera, is one that 
cannot be slighted or ignored; in it lies a power 
of appeal to feeling that no words can reach, and 
a very wonderful definiteness in conveying exact 
shades of emotional sensation. Not that it can of 
itself suggest the direction in which the emotions 
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are to be worked upon ; but this direction once 
given from outside, whether by a "programme" 
read by the listener or by the action and accessories 
of the stage, the force of feeling can be conveyed 
with overwhelming power, and the whole gamut of 
emotion, from the subtlest hint or foreshadowing to 
the fury of inevitable passion, is at the command of 
him who knows how to wield the means by which 
expression is carried to the hearer's mind. And in 
this fact — for a fact it is — lies the completest justi- 
fication of opera as an art-form. And old-fashioned 
criticism of opera as such, based on the indisputable 
fact that, however excited people may be, they do 
not in real life express themselves in song, but in 
unmodulated speech, is not now very often heard. 
With the revival in England of the dramatic instinct, 
the conventions of stage declamation are readily 
accepted, and if it be conceded that the characters 
in a drama may be allowed to speak blank verse, it 
is hardly more than a step further to permit the 
action to be carried on by means of vocal utterance 
in music. Until latterly, however, English people, 
though taking pleasure in the opera, went to it 
rather to hear particular singers than to enjoy the 
work as a whole, or with any consideration for its 
dramatic significance. We should not expect a 
stem and uncompromising nature like Carlyle's to 
regard the opera as anything more than a trivial 
amusement, and that such was his attitude towards 
it appears from his letters ; but it is curious to see 
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that a man of such strongly pronounced dramatic 
tastes as Edward Fitzgerald, though devoted to the 
opera in his own way, yet took what can only be 
called a superficial view of its possibilities. 

The Englishman who said of the opera, " At the 
first act I was enchanted ; the second I could just 
bear ; and at the third I ran away," is a fair illus- 
tration of an attitude common in the eighteenth 
century ; and in France things were not much better, 
even in days when stage magnificence reached a 
point hardly surpassed in history. La Bruyfere's 
"Je ne sais comment I'op^ra, avec une musique si 
parfaite, et une d^pense toute royale, a pu r^ussir k 
m'ennuyer," shows how little he had realised the 
fatiguing effect of theatrical splendour too persis- 
tently displayed. St. Evremond finds juster cause 
for his bored state of mind in the triviality of the 
subject-matter of operas, and his words are worth 
quoting at some length : " La langueur ordinaire 
ofi je tombe aux operas, vient de ce que je n'en 
ai jamais vu qui ne m'ait paru m^prisable dans la 
disposition du sujet, et dans les vers. Or, c'est 
vainement que I'oreille est flattie, et que les yeux 
sont charm^s, si I'esprit ne se trouve pas satisfait ; 
mon kvne d'intelligence avec mon esprit plus 
qu'avec mes sens, forme une resistance aux im- 
pressions qu'elle peut recevoir, ou pour le moins 
elle manque d'y prfiter un consentement agr6able, 
sans lequel les objets les plus voluptueux m^me ne 
sauraient me donner un grand plaisir. Une sottise 
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charg6e de musique, de danses, de machines, de 
decorations, est une sottise magnifique ; c'est un 
vilain foods sous de beaux dehors, ou je p^nfetre 
avec beaucoup de d^sagr6ment." 

The cant phrase in use in Fitzgerald's days, " the 
lyric stage," might have conveyed a hint of the truth 
to a man who cared for the forms of literature as 
well as its essence. For, in its highest development, 
opera is most nearly akin to lyrical utterances in 
poetry, and the most important musical revolution 
of the present century has been in the direction 
of increasing, not diminishing, the lyrical quality 
of operatic work. The Elizabethan writers — not 
only the dramatists, but the authors of romances — 
interspersed their blank verse or their prose narra- 
tion with short lyrical poems, just as in the days of 
Mozart the airs and concerted pieces in an opera 
were connected by wastes of recitative that were 
most aptly called " dry " ; and as it was left to a 
modern poet to tell, in a series of lyrics succeeding 
one another without interval, a dramatic story such 
as that of "Maud," so was it a modern composer 
who carried to completion, in " Tristan und Isolde," 
the dramatic expression of passion at the highest 
point of lyrical utterance. It is no more unnatural 
for the raptures of Wagner's lovers, or the swan-song 
of ecstasy to be sung, than for the young man 
whose character Tennyson assumes, to utter him- 
self in measured verse, sometimes of highly complex 
structure. The two works differ not in kind, but in 
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degree of intensity, and to those whose ears are 
open to the appeal of music, the power of expression 
in such a case as this is greater beyond all com- 
parison than that of poetry, whether declaimed or 
merely read. That so many people recognise the 
rational nature of opera in the present day is in 
great measure due to Wagner, since whose reforms 
the conventional and often idiotic libretti of former 
times have entirely disappeared. In spite of the 
success of the professed anti-Wagnerians, which 
were based as often as not upon some ineptitude on 
the part of the translator, not upon any inherent 
defect in the original, the plots invented by Wagner 
have won for themselves an acceptance that may 
be called world-wide. And whatever be the verdict 
on his own plots, there can be no question as to the 
superiority of the average libretto since his day. No 
composer dare face the public of the present day 
with one of the pointless, vapid sets of rhymes, 
strung together with intervals of bald recitative, 
that pleased our forefathers, and equally incon- 
ceivable is the re-setting of libretti that have served 
before, in the manner of the eighteenth-century com- 
posers, a prodigious number of whom employed one 
specially admired " book " by Metastasio. 

Unfortunately those who take an intelligent in- 
terest in opera do not even now form a working 
majority of the operatic audience in any country. 
While the supporters of orchestral, choral, or cham- 
ber music consist wholly of persons who, whatever 
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their degree of musical culture, take a serious view 
of the art so far as they can appreciate it, and there- 
fore are unhampered by the necessity of considering 
the wishes of those who care nothing whatever 
about the music they perform, in connection with 
every operatic enterprise the question arises of how 
to cater for a great class who attend operatic perform- 
ances for any other reason than that of real musical 
enjoyment ; yet without whose pecuniary support 
the undertaking must needs fail at once. Nor is it 
only in England that the position is difficult. In 
countries where the opera enjoys a Government 
subsidy, the influences that make against true art 
are as many and as strong as they are elsewhere. 
The taste of the Intendant in a German town, or that 
of the ladies of his family, may be on such a level 
that the public of the town over the operatic arrange- 
ment of which he presides may very well be com- 
pelled to hear endless repetitions of flashy operas that 
have long passed out of every respectable repertory ; 
and in other countries the Government official within 
whose jurisdiction the opera falls may, and very 
often does, enforce the engagement of some music- 
ally incompetent /nm/z donna in whom he, or some 
scheming friend, takes a particular interest 

The moral conditions of the operatic stage are no 
doubt far more satisfactory than they were, and in 
England the general deodorisation of the theatre has 
not been unfelt in opera ; but even without the 
unworthy motives which too often drew the bucks 
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and the dandies of a past day to the opera-house, 
the influence of the unintelligent part of the 
audience upon the performers is far from good in 
an artistic sense. It is this which fosters that mental 
condition with which all who are acquainted with 
the operatic world are only too familiar. There is 
scarcely a singer who does not hold, and extremely 
few who do not express, the opinion that all the 
rest of the profession is in league against them ; 
and by this supposition, as well as by many other 
circumstances, an atmosphere is created which is 
wholly antagonistic to the attainment of artistic 
perfection. All honour is due to the purely 
artistic singers who have reached their position 
without intrigue, and whose influence on their 
colleagues is the best stimulus to wholesome en- 
deavour. It is beyond question that the greater the 
proportion of intelligent hearers in any audience 
or set of subscribers, the higher will the standard 
be, not only in vocalisation, but in that combina- 
tion which makes the artist as distinguished from 
the mere singer. For every reason, too, it is desir- 
able that opera should be given, as a general rule, in 
the language of the country in which the perform- 
ance takes place, and although the system of giving 
each work with its own original words is an ideally 
perfect one for trained hearers, yet the difficulties 
in the way of its realisation, and the absurdities 
that result from such expedients as a mixture of 
two or more languages in the same piece, render 
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it practically inexpedient for ordinary operatic 
undertakings. The recognition of English as a 
possible medium of vocal expression may be slow, 
but it is certainly making progress, and in the last 
two seasons at Covent Garden it was occasionally 
employed even before the fashionable subscribers, 
who may be presumed to have tolerated it, since 
they did not manifest any disapproval of its use. 
While opera is habitually performed in a foreign 
language, or, if in English, by those who have 
not the art of making their words intelligible, 
there will always be a demand for books that 
tell the story more clearly than it is to be found 
in the doggerel translations of the libretti^ unless 
audiences return with one accord to the attitude 
of the amateurs of former days, who paid not the 
slightest attention to the plot of the piece, provided 
only that their favourite singers were taking part. 
Very often in that classic period the performers 
themselves knew nothing and cared less about the 
dramatic meaning of the works in which they 
appeared, and a venerable anecdote is current 
concerning a certain supper-party, the guests at 
which had all identified themselves with one or 
other of the principal parts in "11 Trovatore." A 
question being asked as to the plot of the then 
popular piece, it was found that not one of the 
company had the vaguest notion what it all 
signified. The old lady who, during the church 
scene in "Faust," asked her grand-daughter, in a 
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spirit of humble inquiry, what the relationship 
was between the two persons on the stage, is 
no figment of a diseased imagination ; the thing 
actually happened not long ago, and one is left 
to wonder what impression the preceding scenes 
had made upon the hearer. 

Of books that profess to tell the stories of the 
most popular operas there is no lack, but, as a rule, 
the plots are related in a " bald and unconvincing " 
style, that leaves much to be desired, and sometimes 
in a confused way that necessitates a visit to the 
opera itself in order to clear up the explanation. 
There are useful dictionaries, too, notably the ex- 
cellent " Opern-Handbuch " of Dr. Riemann, which 
gives the names and dates of production of every 
opera of any note ; but the German scientist does not, 
of course, descend to anything so frivolous as the 
narration of the stories, though he gives the sources 
from which they may have been derived. Mr. 
Streatfeild has hit upon the happy idea of combining 
the mere story-telling part of his task with a survey 
of the history of opera from its beginning early in 
the seventeenth century to the present day. In the 
course of this historical narrative, the plots of all 
operas that made a great mark in the past, or that 
have any chance of being revived in the present, 
are related clearly and succinctly, and with a rare 
and delightful absence of prejudice. The author 
finds much to praise in every school ; he is neither 
impatient of old opera nor intolerant of new develop- 
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ments which have yet to prove their value ; and he 
makes us feel that he is not only an enthusiastic 
lover of opera as a whole, but a cultivated musician. 
The historical plan adopted, in contradistinction to 
the arrangement by which the operas are grouped 
under their titles in alphabetical order, involves 
perhaps a little extra trouble to the casual reader ; 
but by the aid of the index, any opera concerning 
which the casual reader desires to be informed can 
be found in its proper place, and the chief facts 
regarding its origin and production are given there 
as well as the story of its action. 

J. A. FULLER -MAITLAND. 
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CHAPTER I 

THE BEGINNINGS OF OPERA 

PERI— MONTEVERDE — CAVALLI—CESTI— CAM BERT— LULLI — 
PURCELL— REISER— SCARLATTI — HANDEL 

The early history of many forms of art is wrapped 
in obscurity. Even in music, the youngest of the 
arts, the precise origin of many modern develop- 
ments is largely a matter of conjecture. The history 
of Opera, fortunately for the historian, is an excep- 
tion to the rule. All the circumstances which com- 
bine to produce the idea of Opera are known to 
us, and every detail of its genesis is established 
beyond the possibility of doubt. 

The invention of Opera partook largely of the 
nature of an accident. Late in the sixteenth century 
a small band of Florentine amateurs, fired with the 
enthusiasm for Greek art which was at that time 
the ruling passion of every cultivated spirit in Italy, 
set themselves the task of reconstructing the con- 
ditions of the Athenian drama. The result of their 

A 
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labours, regarded as an attempted revival of the lost 
glories of Greek tragedy, was a complete failure; 
but, unknown to themselves, they produced the 
germ of that art-form which, as years passed on, 
was destined, in their own country at least, to reign 
alone in the affections of the people, and to take the 
place, so far as the altered conditions permitted, of 
that national drama which they had fondly hoped 
to recreate. 

The foundations of the new art-form rested upon 
the theory that the drama of the Greeks was through- 
out declaimed to a musical accompaniment. The re- 
formers, therefore, dismissed spoken dialogue from 
their drama, and employed in its place a species 
of free declamation or recitative, which they called 
musica parlante. The first work in which the new 
style of composition was used was the " Dafne " of 
Jacopo Peri, which was privately performed in 1597. 
No trace survives of this work, nor of the musical 
dramas by Emilio del Cavaliere and Vincenzo Galilei 
to which the closing years of the sixteenth century 
gave birth. But it is best to regard these privately 
performed works merely as experiments, and to date 
the actual foundation of Opera from the year 1600, 
when a public performance of Peri's " Euridice " 
was given at Florence in honour of the marriage 
of Maria de' Medici and Henry IV. of France. A 
few years later a printed edition of this work was 
published at Venice, a copy of which is now in the 
library of the British Museum, and in recent times 
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it has been reprinted, so that those who are curious 
in these matters can study this protoplasmic opera 
at their leisure. Except for a few bars of insignificant 
chorus, the whole work consists of the accompanied 
recitative, which was the invention of these Floren- 
tine reformers. The voices are accompanied by a 
violin, chitarone (a large guitar), lira grande^ liuto 
grossoy and gravicembalo or harpsichord, which filled 
in the harmonies indicated by the figured bass. The 
instrumental portions of the work are poor and thin, 
and the chief beauty lies in the vocal part, which is 
often really pathetic and expressive. Peri evidently 
tried to give musical form to the ordinary inflections 
of the human voice, how successfully may be seen 
in the Lament of Orpheus which Mr. Morton Latham 
has reprinted in his " Renaissance of Music." The 
original edition of " Euridice " contains an interest- 
ing preface, in which the composer sets forth the 
theory upon which he worked, and the aims which 
he had in view. It is too long to be reprinted here, 
but should be read by all interested in the early 
history of Opera. 

With the production of "Euridice" the history 
of Opera may be said to begin ; but if the new art- 
form had depended only upon the efforts of Peri 
and his friends, it must soon have languished and 
died. With all their enthusiasm, the little band of 
Florentines had too slight an acquaintance with the 
science of music to give proper effect to the ideas 
which they originated. Peri built the ship, but it 
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was reserved for the genius of Claudio Monteverde 
to launch it upon a wider ocean than his pre- 
decessor could have dreamed of. Monteverde had 
been trained in the polyphonic school of Palestrina, 
but his genius had never acquiesced in the rules 
and restrictions in which the older masters delighted. 
He was a poor contrapuntist, and his madrigals are 
chiefly interesting as a proof of how ill the novel 
harmonies of which he was the discoverer accorded 
with the severe purity of the older school. But in 
the new art he found the field his genius required. 
What had been weakness and license in the madri- 
gal became strength and beauty in the opera. The 
new wine was put into new bottles, and both were 
preserved. Monteverde produced his "Arianna" 
in 1607 and his "Orfeo" in 1608, and with these 
two works started Opera upon the path of develop- 
ment which was to culminate in the works of 
Wagner. " Arianna," which, according to Marco da 
Gagliano, himself a rival composer of high ability, 
" visibilmente mosse tutto il Teatro a lagrime," 
is lost to us save for a few quotations; but 
" Orfeo " is in existence, and has recently been re- 
printed in Germany. A glance at the score shows 
what a gulf separates this work from Peri's 
treatment of the same story. Monteverde, with his 
orchestra of thirty-nine instruments — brass, wood, 
and strings complete — his rich and brilliant har- 
monies, sounding so strangely beautiful to ears 
accustomed only to the severity of the polyphonic 
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school; and his delicious and affecting melodies, 
sometimes rising almost to the dignity of an Aria, 
must have seemed something more than human to 
the eager Venetians as they listened for the first 
time to music as rich in colour as the painted 
marble of the C^ d'Oro or the glowing canvases of 
Titian and Giorgione. 

The success of Monteverde had its natural result. 
He soon had pupils and imitators by the score. 
The Venetians speedily discovered that they had an 
inherent taste for Opera, and the musicians of the day 
delighted to cater for it. Monteverde's most famous 
pupil was Cavalli, to whom may with some certainty 
be attributed an innovation which was destined to 
affect the future of Opera very deeply. In his time, 
to quote Mr. Latham's " Renaissance of Music," " the 
musica parlante of the earliest days of the Opera 
was broken up into a recitative, which was less 
eloquent, and Aria, which was more ornamental. 
The first appearance of this change is to be found in 
Cavalli's operas, in which certain rhythmical move- 
ments called * Arias,' which are quite distinct from 
the miisica parlante^ make their appearance. The 
music assigned by Monteverde to Orpheus when he 
is leading Eurydice back from the Shades is un- 
doubtedly an air, but the situation is one to which 
an air is appropriate, and musica parlante would be 
inappropriate. If the drama had been a play to 
be spoken and not sung, there would not have been 
any incongruity in allotting a song to Orpheus, to 
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enable Eurydice to trace him through the dark 
abodes of Hades. But the Arias of Cavalli are not 
confined to such special situations, and recur 
frequently." Cavalli had the true Venetian love of 
colour. In his hands the orchestra began to assume 
a new importance. His attempts to give musical 
expression to the sights aud sounds of nature — ^the 
murmur of the sea, the rippling of the brook, and the 
tempestuous fury of the winds — mark an interesting 
step in the history of orchestral development. With 
Marcantonio Cesti appears another innovation of 
scarcely less importance to the history of Opera than 
the invention of the Aria itself — the Da Capo, or the 
repetition of the first part of the Aria in its entirety 
after the conclusion of the second part. However 
much the Da Capo may have contributed to the 
settlement of form in composition, it must be ad- 
mitted that it struck at the root of all real dramatic 
effect, and in process of time degraded the Opera to 
the level of a concert. Cesti was a pupil of Carissimi, 
who is famous chiefly for his sacred works, and from 
him he learnt to prefer mere musical beauty to 
dramatic truth. Those of his operas which remain to 
us, '' La Dori " and " Le Disgrazie d'Amore," show a 
far greater command of orchestral and vocal resource 
than Monte verde or Cavalli could boast, but so far 
as real expression and sincerity are concerned, they 
are inferior to the less cultivated efforts of the 
earlier musicians. It would be idle to attempt an 
enumeration of the Venetian composers of the 
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seventeenth century and their works. Some idea 
of the musical activity which prevailed may be 
gathered from the fact that while the first public 
theatre was opened in 1637, before the close of 
the century there were no less than eleven theatres 
in the city devoted to the performance of Opera 
alone. 

Meanwhile the enthusiasm for the new art-form 
spread through the cities of Italy. An Opera-House 
was opened in Rome in 1671 with a performance 
of Cavalli's "Giasone." Naples and Bologna soon 
followed suit. France, too, was not behindhand, 
but there the development of the art soon deserved 
the name of a new school of Opera, distinct in 
many important particulars from its parent in Italy. 
The French nobles who saw the performance of 
Peri's "Euridice" at the marriage of Henry IV. 
may have carried back tales of its splendour and 
beauty to their own country, but Paris was not as 
yet ripe for Opera. Not until 1647 did the French 
Court make the acquaintance of the new art which 
was aftei-wards to win some of its most brilliant 
triumphs in their city. In that year a performance 
of Peri's " Euridice " (which, in spite of newer de- 
velopments, had not lost its popularity) was given 
in Paris under the patronage of Cardinal Mazarin. 
This was followed by Cavalli's " Serse," conducted 
by the composer himself. These performances 
quickened the latent genius of the French people, 
and Robert Cambert, the founder of their school. 
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hastened to produce operas, which, though bearing 
the traces of Italian influence, were nevertheless 
distinctively French in manner and method. His 
works, two of which are known to us, " Pomone " 
and "Les Peines et les Plaisirs de TAmour," were 
to a certain extent a development of the Masques 
which had been popular in Paris for many years. 
They are pastoral and allegorical in subject, and 
are often merely a vehicle for fulsome adulation of 
the "Roi Soleil." But in construction they are 
operas pure and simple. There is no spoken 
dialogue, and the music is continuous from first to 
last. Cambert's operas were very successful, and 
in conjunction with his librettist Perrin he received 
a charter from the King in 1669, giving him the sole 
right of establishing opera-houses in the kingdom. 
Quarrels, however, ensued. Cambert and Perrin 
separated. The charter was revoked, or rather 
granted to a new-comer, Giovanni Battista Lulli, 
and Cambert, in disgrace, retired to England, where 
he died. Lulli (1633-1687) left Italy too young to 
be much influenced by the developments of Opera 
in that country, and was besides too good a man 
of business to allow his artistic instinct to interfere 
with his chance of success. He found Cambert's 
operas popular in Paris, and instead of attempting 
any radical reforms, he adhered to the form which 
he found ready made, only developing the orchestra 
to an extent which was then unknown, and adding 
dignity and passion to the airs and recitative. 
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Lulli's industry was extraordinary. During the 
space of fourteen years he wrote no less than twenty 
operas, conceived upon a grand scale, and produced 
with great magnificence. His treatment of recitative 
is perhaps his strongest point, for in spite of the 
beauty of one or two isolated songs, such as the 
famous "Bois 6pais" in "Amadis" and Charon's 
wonderful air in " Alceste," his melodic gift was not 
great, and his choral writing is generally of the most 
unpretentious description. But his recitative is 
always solid and dignified, and often impassioned and 
pathetic. Music, too, owes him a great debt for his 
invention of what is known as the French form of 
Overture, consisting of a prelude, fugue, and dance 
movement, which was afterwards carried to the 
highest conceivable pitch of perfection by Handel. 

Meanwhile an offshoot of the French school, 
transplanted to the banks of the Thames, had 
blossomed into a brief but brilliant life under the 
fostering care of the greatest genius our island has 
ever produced, Henry Purcell. Charles II. was not 
a profound musician, but he knew what sort of 
music he liked, and on one point his mind was 
made up^ — that he did not like the music of the 
elderly composers who had survived the Protec- 
torate, and came forward at his restoration to 
claim the posts which they had held at his father's 
court. Christopher Gibbons, Child, and other relics 
of the dead polyphonic school were quietly dis- 
missed to provincial organ-lofts, and Pelham Hum- 
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phreys, the most promising of the " Children of the 
Chapel Royal," was sent over to Paris to learn all 
that was newest in music at the feet of Lulli. 
Humphreys came back, in the words of Pepys, " an 
absolute Monsieur," full of the latest theories con- 
cerning Opera and music generally, and with a 
sublime contempt for the efforts of his stay-at-home 
colleagues. His own music shows the French 
influence very strongly, and in that of his pupil 
Henry Purcell (1658-1695) it may also be perceived, 
although coloured and transmuted by the intensely 
English character of Purcell's own genius. For 
many years it was supposed that Purcell's first and 
strictly speaking his only opera, " Dido and ^Eneas," 
was written by him at the age of seventeen and pro- 
duced in 1675. ^^ h^s ^0^^ been conclusively proved 
that it was not produced until 1679, but this scarcely 
lessens the wonder of it, for Purcell can never have 
seen an opera performed, and his acquaintance with 
the new art-form must have been based upon 
Pelham Humphreys' account of the performances 
which he had seen in Paris. Possibly, too, he may 
have had opportunities of studying the engraved 
scores of Lulli's "Th&de" (1675), "Atys" (1676), 
and "Isis" (1677), which, considering the close 
intercourse between the courts of France and 
England, may have found their way across the 
Channel. "Dido and ^Eneas" is now universally 
spoken of as the first English opera. Masques had 
been popular from the time of Queen Elizabeth 
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onwards, which the greatest living poets and musi- 
cians had not disdained to produce, and Sir William 
Dave n ant had given performances of musical 
dramas "after the manner of the Ancients" during 
the closing years of the Commonwealth, but it is 
probable that spoken dialogue was a feature of all 
these entertainments. In " Dido and ^neas," on 
the contrary, the music is continuous throughout. 
Airs and recitative, choruses and instrumental 
pieces succeed each other, as in the operas of the 
Italian and French schools. "Dido and ^neas" 
was written for performance at a young ladies' school 
kept by one Josias Priest in Leicester Fields and 
afterwards at Chelsea. The libretto was written by 
Nahum Tate, the Poet Laureate of the time. The 
opera is in three short acts, and Virgil's version of 
the story is followed pretty closely save for the intru- 
sion of a sorceress and a chorus of witches who have 
sworn Dido's destruction and send a messenger to 
jEneas, disguised as Mercury, to hasten his departure. 
Dido's death-song, which is followed by a chorus 
of mourning Cupids, is one of the most pathetic 
scenes ever written, and illustrates in a forcible 
manner Purcell's beautiful and ingenious use of a 
ground-bass. In his later years his fondness for 
this device developed into a vicious mannerism, 
but in this particular instance it is employed with 
consummate propriety. The gloomy chromatic 
passage constantly repeated by the bass instruments, 
with ever-varying harmonies in the violins, paints 
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such a picture of the blank despair of a broken 
heart as Wagner himself, with his immense orches- 
tral resources, has never surpassed. In the general 
construction of his opera Purcell followed the 
French model, but his treatment of recitative is far 
bolder and more various than that of Lulli, while 
as a melodist he is incomparably superior. Purcell 
never repeated the experiment of "Dido and 
iEneas." Musical taste in England was presumably 
not cultivated enough to appreciate a work of so 
advanced a style. At any rate, for the rest of his 
life Purcell wrote nothing for the theatre but inci- 
dental music. Much of this, notably the scores 
of "Timon of Athens," "Bonduca," and "King 
Arthur," is wonderfully beautiful, but in all of these 
works the spoken dialogue forms the basis of the 
piece, and the music is merely an adjunct, often 
with little reference to the main interest of the 
play. In " King Arthur" occurs the famous " Frost 
Scene," the close resemblance of which to the 
" Choeur de Peuples des Climats Glacds " in Lulli's 
" Isis " would alone make it certain that Purcell was 
a careful student of the French school of opera. 

Opera did not take long to cross the Alps, and 
early in the seventeenth century the works of 
Italian composers found a warm welcome at the 
courts of southern Germany. But Germany was 
not as yet ripe for a national Opera. During the 
first half of the century there are records of one 
or two isolated attempts to found a school of 
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German Opera, but the iron heel of the Thirty 
Years' War was on the neck of the country, and 
Art struggled in vain against overwhelming odds. 
The first German opera, strictly so called, was the 
" Dafne " of Heinrich Schiitz, the words of which 
were a translation of the libretto already used by 
Peri. Of this work, which was produced in 1627, 
all trace has been lost. "Seelewig," by Sigmund 
Staden, which is described as a "Gesangweis auf 
italienische Art gesetzet," was printed at Nurem- 
berg in 1644, but there is no record of its ever 
having been performed. To Hamburg belongs 
the honour of establishing German Opera upon a 
permanent basis. There, in 1678, the year before 
the production of Purcell's " Dido and iEneas," an 
opera-house was opened with a performance of a 
Singspiel entitled "Der erschaffene, gefallene und 
aufgerichtete Mensch," the music of which was com- 
posed by Johann Theile. Three other works, all 
of them secular, were produced in the same year. 
The new form of entertainment speedily became 
popular among the rich burghers of the Free City, 
and composers were easily found to cater for their 
taste. 

For many years Hamburg was the only German 
town where Opera found a permanent home, but 
there the musical activity must have been remarkable. 
Reinhard Keiser (1673-1739), the composer whose 
name stands for what was best in the school, is said 
alone to have produced no less than a hundred and 
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sixteen operas. Nearly all of these works have dis- 
appeared, and those that remain are for the most 
part disfigured by the barbarous mixture of Italian 
and German which was fashionable at Hamburg 
and in London too at that time. The singers were 
possibly for the most part Italians, who insisted 
upon singing their airs in their native language, 
though they had no objection to using German for 
the recitative, in which there was no opportunity 
for vocal display. Keiser's music lacks the suavity 
of the Italian school, but his recitative is vigorous 
and powerful, and seems to foreshadow the triumphs 
which the German school was afterwards to win in 
declamatory music. The early operas of Handel 
( 1 685-1 759) were written for Hamburg, and in the one 
of them which Fate has preserved for us, " Almira " 
(1704), we see the Hamburg school at its finest. In 
spite of the ludicrous mixture of German and Italian 
there is a good deal of dramatic power in the music, 
and the airs show how early Handel's wonderful 
gift of melody had developed. The chorus has 
very little to do, but a delightful feature of the work 
is to be found in the series of beautiful dance-tunes 
lavishly scattered throughout it. One of these, a 
Sarabande, was afterwards worked up into the 
famous air, "Lascia ch' io pianga," in "Rinaldo." 
When the new Hamburg Opera- House was opened 
in 1874, it was inaugurated by a performance of 
"Almira," which gave musicians a unique oppor- 
tunity of realising to some extent what Opera was 
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like at the beginning ol the eighteenth century. 
In 1706 Handel left Hamburg for the purpose of 
prosecuting his studies in Italy. There he found 
the world at the feet of Alessandro Scarlatti (1659- 
1725), a composer whose importance to the history 
of Opera can scarcely be over-estimated. He was, 
like Cesti, a pupil of Carissimi ; though, as the latter 
died in 1674, at the age of seventy, he cannot have 
done much more than lay the foundation of his 
pupil's greatness. The invention of the Da Capo 
is generally attributed to Scarlatti, wrongly, as has 
already been shown, since it appears in Cesti's opera 
" La Dori," which was performed in 1663. But it 
seems almost certain that Scarlatti was the first to 
use accompanied recitative, a powerful means of 
dramatic expression in the hands of all who followed 
him, while his genius advanced the science of instru- 
mentation to a point hitherto unknown. 

Handel's conquest of Italy was speedy and 
decisive. "Rodrigo," produced at Florence in 
1707, made him famous ; and " Agrippina " 
(Venice, 1708) raised him almost to the rank 
of a god. At every pause in the performance 
the theatre rang with shouts of "Viva il caro 
Sassone," and the opera had an unbroken run of 
twenty-seven nights, a thing till then unheard of. 
It did not take Handel long to learn all that 
Italy could teach him. With his inexhaustible fer- 
tility of melody and his complete command of 
every musical resource then known, he only needed 
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to have his German vigour tempered by Italian 
suppleness and ^grace to stand forth as the fore- 
most operatic composer of the age. His Italian 
training and his theatrical experience gave him a 
thorough knowledge of the capabilities of the human 
voice ; and the practical common-sense which was 
always one of his most striking characteristics pre- 
vented him from ever treating it from the merely 
instrumental point of view, a pitfall into which 
many of the great composers have fallen. He left 
Italy for London in 1710, and produced his "Rin- 
aldo" at the Queen's Theatre in the Haymarket 
the following year. It was put upon the stage 
with unexampled magnificence, and its success 
was prodigious. "Rinaldo" was quickly followed 
by such a succession of masterpieces as put the 
ancient glories of the Italian stage to shame. Most 
of them were produced at the Haymarket Theatre, 
either under Handel's own management or under 
the auspices of a company known as the Royal 
Academy of Music. Handel's success made him 
many enemies, and he was throughout his career 
the object of innumerable plots on the part of 
disappointed and envious rivals. The most active 
of these was Buononcini, himself a composer of 
no mean ability, though eclipsed by the genius 
of Handel. Buononcini's machinations were so 
far successful — though he himself was compelled 
to leave England in disgrace for different reasons — 
that in 1741, after the production of his " Deidamia," 
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Handel succumbed to bankruptcy and a severe 
attack of paralysis. After this he wrote no more 
for the stage, but devoted himself to the produc- 
tion of those oratorios which have made his name 
famous wherever the English language is spoken. 

In spite of their transcendent beauties, the form 
of Handel's operas has long banished them from 
the stage. Handel, with all his genius, was not 
one of the great revolutionists of the history of 
music. He was content to bring existing forms 
to the highest possible point of perfection, without 
seeking to embark upon new oceans of discovery. 
Opera in his day consisted of a string of airs con- 
nected by recitative, with an occasional duet, and 
a chorus to bring down the curtain at the end 
of the work. The airs were, as a rule, fully accom- 
panied. Strings, hautboys, and bassoons formed 
the ground-work of the orchestra. If distinctive 
colouring or sonority were required, he used 
flutes, horns, harps, and trumpets, while to gain 
an effect of a special nature, he would call in the 
assistance of lutes and mandolines, or archaic 
instruments such as the viola da gamba, violetta 
marina^ cornettOy and theorbo. The recitativo secco 
was accompanied by the harpsichord, at which 
the composer himself presided. The recitativo stro- 
mentatOj or accompanied recitative, was only used 
to emphasize situations of special importance. His 
incomparable genius infused so much dramatic 

power into this meagre form, that even now the 
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truth and sincerity of his songs charm us no less 
than their extraordinary melodic beauty. But it 
is easy to see that in the hands of composers 
less richly endowed, this form was fated to de- 
generate into a mere concert upon the stage. 
Vocalism was cultivated to such a pitch of per- 
fection that composers were tempted, and even 
compelled, to consult the tastes of singers rather 
than dramatic truth. Handel's successors, such 
as Porpora and Hasse, without a tithe of his 
genius, used such talent as they possessed merely 
to exhibit the vocal dexterity of popular singers 
in the most agreeable light. The favourite form 
of entertainment in these degraded times was the 
pasticciOf a hybrid production composed of a selec- 
tion of songs from various popular operas, often by 
three or four different composers, strung together 
regardless of rhyme or reason. Even in Handel's 
lifetime the older school of opera was tottering 
to its fall. Only the man was needed who should 
sweep the mass of insincerity from the stage and 
replace it by the purer ideal which had been the 
guiding spirit of Peri and Monteverde. 



CHAPTER II 

THE REFORMS OP GLUCK 

The death of Lulli left French Opera established 
upon a sure foundation. The form which he 
perfected seemed, with all its faults, to commend 
itself to the genius of the nation, and for many 
years a succession of his followers and imitators, 
such as Campra and Destouches, continued to pro- 
duce works which differed little in scope and 
execution from the model he had established. The 
French drama of the seventeenth century had 
reached such a high point of development that its 
influence over the sister art was all-powerful. The 
composers of the French Court willingly sacrificed 
musical to declamatory interest, and thus, while 
they steered clear of the mere tunefulness which 
was the rock on which Italian composers made 
shipwreck, they fell into the opposite extreme and 
wrote works which seem to us arid and jejune. 
Paris at this time was curiously isolated from the 
world of music, and it is strange to find how 
little the development of Italian Opera affected 
the French school. Marais (1650-1718) was more 
alive to Southern influences than most of his con- 
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temporaries, and in his treatment of the Aria there 
is a perceptible approach to ItaHan methods ; but 
Rameau (1683-1764) brought back French Opera 
once more to its distinctive national style. Though 
he followed the general lines of Lulli's school, he 
brought to bear upon it a richer sense of beauty 
and a completer musical organisation than Lulli 
ever possessed. In his treatment of declamation 
pure and simple, he was perhaps Lulli's inferior, 
but in all other respects he showed a decided 
advance upon his predecessor. He infused new 
life into the monotonous harmony and well-worn 
modulations which had done duty for so many 
years. His rhythms were novel and suggestive, 
and the originality and resource of his orchestra- 
tion opened the eyes of Frenchmen to new worlds 
of beauty and expression. Not the least important 
part of Rameau's work lay in the influence which his 
music exerted upon the genius of the man to whom 
the regeneration of Opera is mainly due. Chris- 
toph Willibald Gluck (1714-1787) was the son of a 
forester. Such musical education as he received he 
acquired in Italy, and his earlier works are written 
in the Italian style which was fashionable at the 
time. There are few indications in his youthful 
operas of the power which was destined later to 
work such changes in the world of Opera. He 
was at first whole-hearted in his devotion to the 
school of Porpora, Hasse, and the others who did 
so much to degrade Italian Opera. "Artascrse," 
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his first work, was produced in 1741, the year in 
which Handel bade farewell for ever to the stage. 
It was successful, and was promptly followed by 
others no less fortunate. In 1745 Gluck visited 
England, where he produced " La Caduta de' 
Giganti," a work which excited the contempt of 
Handel. In the following year he produced 
" Piramo e Tisbe," a pasticcio^ which failed com- 
pletely. Its production, however, was by no means 
labour lost, if it be true, as the story goes, that it 
was by its means that Gluck's eyes were opened to 
the degradation to which Opera had been reduced. 
It > was about this time that Gluck first heard 
Rameau's music, and the power and simplicity of it, 
compared with the empty sensuousness of Italian 
Opera, must have materially strengthened him in 
the desire to do something to reform and purify 
his art. Yet, in spite of good resolutions, Gluck's 
progress was slow. In 1755 he settled at Vienna, 
and there, under the shadow of the court, he pro- 
duced a series of works in which the attempt to 
realise dramatic truth is often distinctly perceptible, 
though the composer had as yet not mastered the 
means for its attainment. But in 1762 came " Orfeo 
ed Euridice," a work which placed Gluck at the 
head of all living operatic composers, and laid the 
foundation of the modern school of Opera. 

The libretto of " Orfeo " was by Calzabigi, a pro- 
minent man of letters, but it seems probable that 
Gluck's own share in it was not a small one. The 
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careful study which he had given to the proper 
conditions of Opera was not Hkely to exclude so 
important a question as that of the construction 
and diction of the libretto^ and the poem of " Orf eo " 
shows so marked an inclination to break away from 
the conventionality and sham sentiment of the time 
that we can confidently attribute much of its origin- 
ality to the influence of the composer himself. The 
opening scene shows the tomb of Eurydice erected 
in 2t grassy valley. Orpheus stands beside it plunged 
in the deepest grief, while a troop of shepherds and 
maidens bring flowers to adorn it. His despairing 
cry of "Eurydice" breaks passionately upon their 
mournful chorus, and the whole scene, though 
drawn in simple lines, is instinct with genuine 
pathos. When the rustic mourners have laid their 
gifts upon the tomb and departed, Orpheus calls 
upon the shade of his lost wife in an air of ex- 
quisite beauty, broken by expressive recitative. He 
declares his resolution of following her to the 
underworld, when Love enters and tells him of 
the conditions which the gods impose on him if he 
should attempt to rescue Eurydice from the shades. 
Left to himself, Orpheus discusses the question of 
the rescue in a recitative of great intrinsic power, 
which shows at a glance how far Gluck had al- 
ready distanced his predecessors in variety and 
dramatic strength. The second act takes place in 
the underworld. The chorus of Furies is both 
picturesque and effective, and the barking of 
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Cerberus which sounds through it is a touch, 
which, though its naiveti may provoke a smile, 
is characteristic of Gluck's strenuous struggle for 
realism. Orpheus appears and pleads his cause in 
accents of touching entreaty. Time after time his 
pathetic song is broken by a sternly decisive " No," 
but in the end he triumphs, and the Furies grant 
him passage. The next scene is in the Elysian 
fields. After an introduction of charming grace, 
the spirits of the blessed are discovered disporting 
themselves after their kind. Orpheus appears, lost 
in wonder at the magical beauty of all around him. 
Here again is a remarkable instance of Gluck's 
pictorial power. Simple as are the means he 
employs, the effect is extraordinary. The mur- 
muring of streams, the singing of birds, and the 
placid beauty of the landscape are depicted with 
a touch which, if light, is infallibly sure. Then 
follows the famous scene in which Orpheus, for- 
bidden to look at the face of his beloved, tries to 
find her by touch and instinct among the crowd 
of happy spirits who pass him by. At last she 
approaches, and he clasps her in his arms, while 
a chorus of perfect beauty bids him farewell as 
he leads her in triumph to the world above. The 
third act shows the two wandering in a cavern on 
their way to the light of day. Eurydice is grieved 
that her husband should never look into her eyes, 
and her faith is growing cold. After a scene in 
which passionate beauty goes side by side with 
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strange relapses into conventionality, Orpheus gives 
way to her prayers and reproaches, and turns 
to embrace her. In a moment she sinks back 
lifeless, and he pours forth his despair in the im- 
mortal strains of " Che far6 senza Euridice." Love 
then appears, and tells him that the gods have 
had pity upon his sorrow. He transports him to 
the Temple of Love, where Eurydice, restored 
to life, is awaiting him, and the opera ends with 
conventional rejoicings. 

Beautiful as "Orfeo" is — and the best proof of 
its enduring beauty is that, after nearly a hundred 
and fifty years of change and development, it has 
lost none of its power to charm — we must not be 
blind to the fact that it is a strange combination 
of strength and weakness. Strictly speaking, Gluck 
was by no means a first-rate musician, and in 1762 
he had not mastered his new gospel of sincerity 
and truth so fully as to disguise the poverty of his 
technical equipment. Much of the orchestral part 
of the work is weak and thin. Berlioz even went 
so far as to describe the Overture as une niaiserie 
incroyable^ and the vocal part sometimes shows the 
influence of the empty formulas from which Gluck 
was trying to escape. Several scenes show un- 
mistakable traces of Rameau's influence, but it is 
really a matter for surprise that the reminiscences 
of the French composer should be so few and 
unimportant, if we take into account the strong 
resemblance which exists between the tale of 
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Orpheus and that of Castor and Pollux, the latter of 
which served as the basis of Rameau's greatest and 
best-known work. 

On the whole, however, " Orfeo " is a work of 
consummate loveliness. Compared to the tortured 
complexity of our modern operas, it stands in 
its dignified simplicity like the Parthenon beside 
the bewildering beauty of a Gothic cathedral ; 
and its truth and grandeur are perhaps the more 
conspicuous because allied to one of those classic 
stories which even in Gluck's time had become 
almost synonymous with emptiness and formality. 

Five years elapsed between the production of 
"Orfeo "and Gluck's next great opera, "Alceste"; but 
that these years were not wasted is proved by the 
great advance which is perceptible in the score of 
the later work. The libretto of " Alceste " is in many 
ways superior to that of " Orfeo," and Gluck's share 
of the work shows an incontestable improvement 
upon anything he had yet done. His touch is 
firmer, and he rarely shows that inclination to drop 
back into the old conventional style which occasion- 
ally mars the beauty of "Orfeo." Gluck wrote a 
preface to the published score of " Alceste," which 
is one of the most interesting documents in the 
history of music. It proves conclusively — not that 
any proof is necessary — that the composer had 
thought long and seriously about the scope of his 
art ; that the reforms which he introduced were a 
deliberate attempt to reconstruct Opera upon a new 
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basis of ideal beauty. If he sometimes failed to act 
up to his own theories, it must be remembered in 
what school he had been trained, and how difficult 
must have been the attempt to cast off in a moment 
the style which had been habitual to him for so 
many years. 

When "Alceste" was produced in Paris in 1776, 
Gluck made some alterations in the score, some 
of which were scarcely improvements. In his later 
years he became so completely identified with the 
French school that the later version is now the 
more familiar. 

The opera opens before the palace at Pherae, 
where the people are gathered to pray Heaven to 
spare the life of Admetus, who lies at the point 
of death. Alcestis appears, and, after an air of 
great dignity and beauty, bids the people follow 
her to the temple, there to renew their supplica- 
tions. The next scene shows the temple of Apollo. 
The high priest and the people make passionate 
appeal to the god for the life of their king, and 
the oracle replies that Admetus must perish, if 
no other will die in his place. The people, seized 
with terror, fly from the place, and Alcestis, left 
alone, determines to give up her own life for that 
of her husband. The high priest accepts her de- 
votion, and in the famous air, " Divinit^s du Styx," 
she offers herself a willing sacrifice to the gods 
below. In the original version the second act 
opened with a scene in a gloomy forest, in which 
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Alcestis interviews the spirits of Death, and, after 
renewing her vow, obtains leave to return and bid 
farewell to her husband. The music of this scene 
is exceedingly impressive, and intrinsically it must 
have been one of the finest in the opera, but it does 
not advance the action in the least, and its omission 
sensibly increases the tragic effect of the drama. 
In the later version the act begins with the re- 
joicings of the people at the recovery of Admetus. 
Alcestis appears, and after vainly endeavouring to 
conceal her anguish from the eyes of Admetus, is 
forced to admit that she is the victim whose death 
is to restore him to life. Admetus passionately 
refuses the sacrifice, and declares that he will rather 
die with her than allow her to immolate herself 
on his account. He rushes wildly into the palace, 
and Alcestis bids farewell to life in an air of extra- 
ordinary pathos and beauty. The third act opens 
with the lamentations of the people for their de- 
ps^rted queen. Hercules, released for a moment 
from his labours, enters and asks for Admetus. He 
is horrified at the news of the calamity which has 
befallen his friend, and announces his resolve of 
rescuing Alcestis from the clutches of Death. Mean- 
while Alcestis has reached the portals of the under- 
world, and is about to surrender herself to the powers 
of Hell. Admetus, who has not yet given up hope 
of persuading her to relinquish her purpose, appears, 
and pleads passionately with her to leave him to his 
doom. His prayers are vain, and Alcestis is tearing 
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herself for the last time from his arms, when Her- 
cules rushes in. After a short struggle he defeats 
the powers of Death and restores Alcestis to her 
husband. The character of Hercules did not appear 
in the earlier version of the opera, and in fact was 
not introduced until after Gluck had left Paris, a few 
days after the production of "Alceste." Most of 
the music allotted to him is probably not by Gluck 
at all, but seems to have been written by Gossec, 
who was at that time one of the rising musicians in 
Paris. The close of the opera is certainly inferior to 
the earlier parts, but the introduction of Hercules 
is a great improvement upon the original version 
of the last act, in which the rescue of Alcestis 
is effected by Apollo. The French librettist did not 
treat the episode cleverly, and indeed all the last 
scene is terribly prosaic, and lacking in poetical 
atmosphere. To see how the appearance of the 
lusty hero in the halls of woe can heighten the 
tragic interest by the sheer force of contrast, we 
must turn to the "Alcestis" of Euripides, where 
the death of Alcestis and the strange conflict of 
Hercules with Death is treated with just that touch 
of mystery and unearthliness which is absent from 
the libretto which Gluck was called upon to set. Of 
the music of " Alceste," its passion and intensity, it 
is impossible to speak too highly. It has pages of 
miraculous power, in which the deepest tragedy and 
the most poignant pathos are depicted with un- 
faltering certainty. It is strange to think by what 
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simple means Gluck scaled the loftiest heights. By 
the side of our modern orchestras the poverty of 
the resources upon which he depended seems al- 
most ludicrous. Even in the vocal part of " Alceste" 
he was so careful to avoid anything like the sensuous 
beauty of the Italian style, that sometimes he fell 
into the opposite extreme and wrote merely arid 
rhetoric. Yet he held so consistently before him 
his ideal of dramatic truth, that his music has survived 
all changes of taste and fashion, and still delights 
connoisseurs as fully as on the day it was produced. 
" Paride ed Elena," Gluck's next great work, shows 
his genius under a more lyrical aspect. Here he 
gives freer rein to the romanticism which he had 
designedly checked in "Alceste," and much of the 
music seems in a measure to anticipate the new 
influences which Mozart was afterwards to infuse 
into German music. Unfortunately the libretto of 
" Paride ed Elena," though possessing great poetical 
merit, is monotonous and deficient in incident, so 
that the opera has never won the success which it 
deserves, and is now almost completely forgotten. 

The admiration for the French school of Opera 
which had been aroused in Gluck by hearing the 
works of Rameau was not by any means a passing 
fancy. His music proves that the French school 
had had more influence upon his development 
than the Italian, so that it was only natural that 
he should wish to have an opportunity of intro- 
ducing his works to Paris. That opportunity came 
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in 1774, when, after weary months of intrigue and 
disappointment, his '* Iphig6nie en Aulide " was pro- 
duced at the Acad^mie Royale de Musique. After 
that time Gluck wrote all his greatest works for the 
French stage, and became so completely identified 
with the country of his adoption, that nowadays 
we are far more apt to think of him as a French 
than as a German composer. " Iphig6nie en Aulide " 
is founded upon Racine's play, which in its turn 
had been derived from the tragedy of Euripides. 
The scene of the opera is laid at Aulis, where the 
Greek fleet is prevented by contrary winds from 
starting for Troy. Diana, who has been unwittingly 
insulted by Agamemnon, demands a human sacrifice, 
and Iphigenia, the guiltless daughter of Agamemnon, 
has been named by the high priest Calchas as the 
victim. Iphigenia and her mother Clytemnestra 
are on their way to join the fleet at Aulis, and 
Agamemnon has sent a despairing message to 
them to return home, hoping thus to avoid the 
necessity of sacrificing his child. Meanwhile the 
Greek hosts, impatient of delay, clamour for the 
victim, and are only appeased by the assurance 
of Calchas that the sacrifice shall take place that 
very day. Left alone with Agamemnon, Calchas 
entreats him to submit to the will of the gods. 
Agamemnon, torn by conflicting emotions, at first 
refuses, but afterwards, relying upon the message 
which he has sent to his wife and daughter, pro- 
mises that if Iphigenia sets foot in Aulis he will 
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give her up to death. He has hardly spoken the 
words when shouts of joy announce the arrival 
of Clytemnestra and Iphigenia. The message has 
miscarried, and they are already in the camp. As 
a last resource Agamemnon now tells Clytemnestra 
that Achilles, the lover of her daughter, is false, 
hoping that this will drive her from the camp. 
Clytemnestra calls upon Iphigenia to thrust her 
betrayer from her bosom, and Iphigenia replies 
so heroically that it seems as though Agamemnon's 
plot to save his daughter's life might actually suc- 
ceed. Unfortunately Achilles himself appears, and, 
after a scene of reproach and recrimination, suc- 
ceeds in dispelling Iphigenia's doubts and winning 
her to complete reconciliation. 

The second act begins with the rejoicings over 
the marriage of Iphigenia. The general joy is 
turned to lamentation by the discovery of Agamem- 
non's vow and the impending doom of Iphigenia. 
Clytemnestra passionately entreats Achilles to save 
her daughter, which he promises to do, though 
Iphigenia professes herself ready to obey her 
father. In the following scene Achilles meets 
Agamemnon, and, after a long altercation, swears 
to defend Iphigenia with the last drop of his 
blood. He rushes off, and Agamemnon is left in 
anguish to weigh his love for his daughter against 
his dread of the angry gods. Love triumphs, and 
he sends Areas, his attendant, to bid Clytemnestra 
fly with Iphigenia home to Mycenae. 
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In the third act the Greeks are angrily demanding 
their victim. Achilles prays Iphigenia to fly with 
him, but she is constant to her idea of duty, and 
bids him a pathetic farewell. Achilles, however, is 
not to be persuaded, and in an access of noble 
rage swears to slay the priest upon the steps of the 
altar rather than submit to the sacrifice of his love. 
After another farewell scene with her mother 
Iphigenia is led off, while Clytemnestra, seeing in 
imagination her daughter under the knife of the 
priest, bursts forth into passionate blasphemy. 
Achilles and his Thessalian followers rush in to 
save Iphigenia, and for a time the contest rages 
fiercely, but eighteenth-century convention steps in. 
Calchas stops the combat, saying that the gods are 
at length appeased ; Iphigenia is restored to Achilles, 
and the opera ends with general rejoicings. 

" Iphig6nie en Aulide" gave Gluck a finer oppor- 
tunity than he had yet had. The canvas is broader 
than in "Alceste" or "Orfeo," and the emotions 
are more varied. The human interest, too, is more 
sustained, and the supernatural element, which played 
so important a part in the two earlier works, is 
almost entirely absent. Nevertheless, fine as much 
of the music is, the restraint which Gluck exer- 
cised over himself is too plainly perceptible, and 
the result is that many of the scenes are stiff and 
frigid. There is scarcely a trace of the delightful 
lyricism which rushes through " Paride ed Elena " 
like a flood of resistless delight. Gluck had set 
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his ideal of perfect declamatory truth firmly before 

him, and he resisted every temptation to swerve 

into the paths of mere musical beauty. He had 

not yet learnt how to combine the two styles. He 

had not yet grasped the fact that in the noblest 

music truth and beauty are one and the same 

thing. 

In "Armide," produced in 1777, he made another 

step forward. The libretto was the same as that 

used by LuUi nearly a hundred years before. The 

legend, already immortalised by Tasso, was strangely 

different from the classical stories which had hitherto 

inspired his greatest works. The opening scene 

strikes the note of romanticism which echoes 

through the whole opera. Armida, a princess deeply 

versed in magic arts, laments that one knight, and 

one only, in the army of the Crusaders has proved 

blind to her charms. All the rest are at her feet, 

but Rinaldo alone is obdurate. She has had a 

boding dream, moreover, in which Rinaldo has 

vanquished her, and all the consolations of her 

maidens cannot restore her peace of mind. Hidraot, 

her uncle, entreats her to choose a husband, but 

she declares that she will bestow her hand upon 

no one but the conqueror of Rinaldo. While the 

chorus is celebrating her charms, Arontes, a Paynim 

warrior, enters bleeding and wounded, and tells 

how the prowess of a single knight has robbed him 

of his captives. Armida at once recognises the 

hand of the recalcitrant Rinaldo, and the act ends 

C 



34 THE OPERA 

with vows of vengeance against the invincible 
hero. 

The second act shows Rinaldo in quest of adven- 
tures which may win him the favour of Godfrey of 
Bouillon, whose wrath he has incurred. Armida's 
enchantments lead him to her magic gardens, 
where, amidst scenes of voluptuous beauty, he yields 
to the fascinations of the place, lays down his arms, 
and sinks into sleep. Armida rushes in, dagger in 
hand, but the sight of the sleeping hero is too 
potent for her, and, overcome by passion, she bids 
the spirits of the air to transport them to the 
bounds of the universe. In the third act we 
find that Rinaldo has rejected the love of the en- 
chantress. Armida is inconsolable ; she is ashamed 
of her weakness, and will not listen to the well- 
meaning consolations of her attendants. She calls 
upon the spirit of Hate, but when he appears she 
rejects his aid, and still clings desperately to her 
fatal passion. The fourth act, which is entirely 
superfluous, is devoted to the adventures in the 
enchanted garden of Ubaldo and a Danish knight, 
two Crusaders who have set forth with the inten- 
tion of rescuing Rinaldo from the clutches of the 
sorceress. The fifth act takes place in Armida's 
palace. Rinaldo's proud spirit has at length been 
subdued, and he is completely the slave of the 
enchantress. The duet between the lovers is of 
the most bewitching loveliness, and much of it 
curiously anticipates the romantic element which 
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was to burst forth in a future generation. Armida 
tears herself from Rinaldo's arms, and leaves him 
to be entertained by a ballet of spirits, while 
she transacts some business with the powers 
below. Ubaldo and the Danish knight now burst 
in, and soon bring Rinaldo to a proper frame 
of mind. He takes a polite farewell of Armida, 
who in vain attempts to prevent his going, and 
is walked off by his two Mentors. Left alone, 
Armida calls on her demons to destroy the 
palace, and the opera ends in wild confusion 
and tumult. 

To say that " Armide " recalls the romantic grace 
of "Paride ed Elena" is but half the truth. The 
lyrical grace of the earlier work is as it were con- 
centrated and condensed in a series of pictures 
which for voluptuous beauty have scarcely ever 
been equalled. Against the background formed 
by the magical splendour of the enchanted garden, 
the figure of Armida stands out in striking relief. 
The mingled pride and passion of the im- 
perious princess are drawn with wonderful art. 
Even while her passion brings her to the feet of 
her conqueror, her haughty spirit rebels against her 
fate. Such weaknesses as the opera contains are 
principally attributable to the libretto^ which is 
ill-constructed, and cold and formal in diction. 
The character of Rinaldo is for the most part 
coloiu'less, and the others are mere lay-figures ; 
but upon Armida the composer concentrated the 
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full lens of geniuSy and for her he wrote music 
which satisfies every requirement of dramatic truth, 
without losing touch of the lyrical beauty and 
persuasive passion which breathes life into soul- 
less clay. 

In " Iphig6nie en Tauride/' the last of his great 
works, which was produced in 1778, Gluck reached 
his highest point. Here he seems for the first time 
thoroughly to fuse and combine the two elements 
which are for ever at war in his earlier operas, musical 
beauty and dramatic truth. Throughout the score 
of "Iphig^nie en Tauride" the declamation is as 
vivid and true as in "Alceste," while the intrinsic 
loveliness of the music yields not a jot to the passion- 
charged strains of " Armide." The Overture paints 
the gradual awakening of a tempest, and when the 
storm is at its height the curtain rises upon the 
temple of Diana at Tauris, where Iphigenia, snatched 
by the goddess from the knife of the executioner 
at Aulis, has been placed as high priestess. The 
priestesses in chorus beseech the gods to be propi- 
tious, and when the fury of the storm is allayed, 
Iphigenia recounts her dream of Agamemnon's 
death, and laments the woes of her house. She 
calls upon Diana to put an end to her life, which 
already has lasted too long. Thoas, the king of the 
country, now enters, alarmed by the outcries of the 
priestesses. He is a prey to superstitious fears, and 
willingly listens to the advice of his followers, that 
the gods can only be appeased by human blood. 
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A message is now brought that two young strangers 
have been cast upon the rock-bound coast, and 
Thoas at once decides that they shall be the victims. 
Orestes and Pylades are now brought on. They 
refuse to make themselves known, and are bidden 
to prepare for death, while the act closes with the 
savage delight of the Scythians. 

The second act is in the prison. Orestes bewails 
his destiny, and refuses the consolation which 
Pylades offers in a noble and famous song. Pylades 
is torn from his friend's arms by the officers of the 
guard, and Orestes, left to himself, after a paroxysm 
of madness sinks to sleep upon the prison floor. 
His eyes are closed, but his brain is a prey' to 
frightful visions. The Furies surround him with 
horrible cries and menaces, singing a chorus of 
indescribable weirdness. Lastly, the shade of the 
murdered Clytemnestra passes before him, and 
he awakes with a shriek to find his cell empty save 
for the mournful form of Iphigenia, who has come 
to question the stranger as to his origin and the 
purpose of his visit to Tauris. In broken accents 
he tells her — ^what is new to her ears — the tale of 
the murder of Agamemnon, and the vengeance taken 
upon Clytemnestra by himself ; adding, in order to 
conceal his own identity, that Orestes is also dead, 
and that Electra is the sole remnant of the house 
of Atreus. Iphigenia bursts into a passionate lament, 
and the act ends with her offering a solemn libation 
to the shade of her brother. 
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In the third act Iphigenia resolves to free one of 
the victims^ and to send him with a message to 
Electra. A sentiment which she cannot explain 
bids her choose Orestes, but the latter refuses to 
save his life at the expense of that of his friend. 
A contention arises between the two, which is only 
decided by Orestes swearing to take his own life 
if Pylades is sacrificed. The precious scroll is 
thereupon entrusted to Pylades, who departs, vowing 
to return and save his friend. 

In the fourth act Iphigenia is a prey to conflicting 
emotions. A mysterious sympathy forbids her to 
slay the prisoner, yet she tries to steel her heart for 
the performance of her terrible task, and calls upon 
Diana to aid her. Orestes is brought on by the 
priestesses, and while urging Iphigenia to deal the 
blow, blesses her for the pity which stays her hand. 
Just as the knife is about to descend, the dying 
words of Orestes, ''Was it thus thou didst perish 
in Aulis, Iphigenia my sister?" bring about the 
inevitable recognition, and the brother and sister 
rush into each other's arms. But Thoas has yet 
to be reckoned with. He is furious at the interrup- 
tion of the sacrifice, and is about to execute summary 
vengeance upon both Iphigenia and Orestes, when 
Pylades returns with an army of Greek youths — 
whence he obtained them is not explained — and 
despatches the tyrant in the nick of time. The 
opera ends with the appearance of Pallas Athene, 
the patroness of Argos, who bids Orestes and his 
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sister to return to Greece, carrying with them the 
image of Diana, too long disgraced by the barbarous 
rites of the Scythians. 

" Echo et Narcisse/' an opera cast in a somewhat 
lighter mould, which was produced in 1779, seems 
to have failed to please, and " Iphig6nie en Tauride " 
may be safely taken as the climax of Gluck's career. 
It is the happiest example of his peculiar power, 
and shows more convincingly than any of its pre- 
decessors where the secret of his greatness really 
lay. He was the first composer who treated the 
Opera as an integral whole. He was inferior to 
many of his predecessors, notably to Handel, in 
musical science, and even in power of characteri- 
zation. But while their works were merely strings 
of detached scenes from which the airs might often 
be dissociated without much loss of effect, his operas 
were constructed upon a principle of dramatic unity 
which forbade one link to be taken from the chain 
without injuring the continuity of the whole. In 
purely technical matters, too, his reforms were far- 
reaching and important. He was the first to make 
the overture in some sort a preparation for the 
drama which it preceded, and he used orchestral 
effects as a means of expressing the passion of his 
characters in a way that had not been dreamed of 
before. He dismissed the harpsichord from the 
orchestra, and strengthened his band with clarinets, 
an instrument unknown to Handel. His banish- 
ment of recitaUvo secco^ and his restoration of the 
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chorus to its proper place in the drama, were in- 
novations of vast importance to the history of 
Opera, but the chief strength of the influence which 
he exerted upon subsequent music lay in his power 
of suffusing each of his opefras in an atmosphere 
special to itself. 



CHAPTER III 
OPERA BUPPA, OPERA COM I QUE, AND SINGSPIEL 

PERGOLESI— ROUSSEAU— MONSIGNY—GR^RY— 

CIMAROSA — HILLER 

While Gluck was altering the course of musical 
history in Vienna, another revolution, less grand 
in scope and more gradually accomplished, but 
scarcely less important in its results, was being 
effected in Italy. This was the development of 
Opera Buffa, a form of art which was destined, in 
Italy at any rate, to become a serious rival to the 
older institution of Opera Seria, and, in the hands 
of Mozart, to produce masterpieces such as the 
world had certainly not known before his day, nor 
is likely ever to see surpassed. There is some un- 
certainty about the actual origin of Opera Buffa. 
A musical comedy by Vergilio Mazzocchi and Mario 
Marazzoli, entitled '* Chi sofre speri," was certainly 
produced in Florence under the patronage of 
Cardinal Barberini as early as 1639. The poet 
Milton was present at this performance, and refers 
to it in one of his Epistolae Familiares. In 1657 ^ 
theatre was actually built in Florence for the per- 
formance of musical comedies. For some reason, 
however, it did not prove a success, and after a few 

4« 
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years was compelled to close its doors. After these 
first experiments there seems to have been no 
attempt made to resuscitate Opera Buffa until the 
rise of the Neapolitan school in the following cen- 
tury. The genesis of the southern branch of Opera 
Bu£Fa may with certainty be traced to the Inter- 
mezzi, or musical interludes, which were introduced 
into the course of operas and dramas, probably 
with the object of relieving the mental strain induced 
by the effort of following a long serious perform- 
ance. The popularity of these Intermezzi throws 
a curious light upon the character of Italian audi- 
ences at that time. We should think it strange 
if an audience nowadays refused to sit through 
"Hamlet" unless it were diversified by occasional 
scenes from " Box and Cox." As time went on, the 
proportions and general character of these Intermezzi 
acquired greater importance, but it was not until the 
eighteenth century was well advanced that one of 
them was promoted to the rank of an independent 
opera, and, instead of being performed in scraps 
between the acts of a tragedy, was given for the 
first time as a separate work. This honour was 
accorded to Pergolesi's "La Serva Padrona," in 
1734, and the great success which it met with 
everywhere soon caused numberless imitations to 
spring up, so that in a few years Opera Buffa in 
Italy was launched upon a career of triumph. 

Founded as it was in avowed imitation of the 
tragedy of the Greeks, Opera had never deigned 
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to touch modern life at any point. For a long 
time the subjects of Italian operas were taken solely 
from classical legend, and though in time librettists 
were driven to take refuge in the Romances, they 
never ventured out of an antiquity more or less 
remote. Thus it is easy to conceive the delight of 
the music-loving people of Naples when they found 
that the Opera which they adored could be enjoyed in 
combination with a mirthful and even farcical story, 
interpreted by characters who might have stepped out 
of one of their own market-places. But, apart from 
the freedom and variety of the subjects with which 
it dealt, the development of Opera Buffa gave rise 
to an art-form which is of the utmost importance to 
the history of Opera — the Concerted Finale. Nicolo 
Logroscino (i 700-1 763) seems to have been the 
first composer who c6nceived the idea of working 
up the end of an act to a musical climax by bring- 
ing all his characters together and blending their 
voices into a musical texture of some elaboration. 
Logroscino wrote only in the Neapolitan dialect, 
and his works had little success beyond the limits 
of his own province ; but his invention was quickly 
adopted by all writers of Opera Buflfa, and soon 
became an important factor in the development of 
the art. Later composers elaborated his idea by 
extending the Finale to more than one movement, 
and by varying the key-colour. Finally, but not 
until after many years, it was introduced into Opera 
Seria, when it gave birth to the idea of elaborate 
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trios and quartets, which were afterwards to play so 
important a part in its development. Logroscino's 
reputation was chiefly local, but the works of Per- 
golesi (1710-1736) and Jomelli (1714-1774) made 
the Neapolitan school famous throughout Europe. 
Both these composers are now best known by their 
sacred works, but during their lives their operas 
attained to an extraordinary degree of popularity. 
Both succeeded equally in comedy and tragedy, 
but Jomelli's operas are now forgotten, while 
Pergolesi is known only by his delightful Inter- 
mezzo "La Serva Padrona." This diverting little 
piece tells of the schemes of the chambermaid, 
Serpina, to win the hand of her master, Pandolfo. 
She is helped by Scapin, the valet, who, disguised 
as a captain, makes violent love to her, and piques 
the old gentleman into proposing, almost against 
his will. " La Serva Padrona " made the tour of 
Europe, and was received everywhere with tumul- 
tuous applause. In Paris it was performed in 1750, 
and may be said at once to have founded the school 
of French Op^ra Comique. Rousseau extolled its 
beauty as a protest against the arid declamation of 
the school of LuUi, and it was the subject of one of 
the bitterest dissensions ever known in the history 
of music. But the " Guerre des Bouffons," as the 
struggle was called, proved one thing, which had 
already been satisfactorily decided in Italy, namely, 
that there was plenty of room in the world for 
serious and comic Opera at the same time. 



OPERA COMIQUE 45 

There had been a kind of Op^ra Comique in 
France for many years, a species of musical panto- 
mime which was very popular at the fairs of St. 
Laurent and St. Gervais. This form of entertain- 
ment scarcely came within the province of art, but 
it served as a starting-point for the history of Op6ra 
Comique, which was afterwards so brilliant. The 
success of the Italian company which performed 
the comic operas of Pergolesi, Jomelli, and others, 
fired the French composers to emulation, and in 1753 
the first French opira comique, in the strict sense 
of the word, " Le Devin du Village," by the great 
Rousseau, was performed at the Acad6mie de 
Musique. Musically the work is feeble and charac- 
terless, but the contrast which it offered to the stiff 
and serious works of the tragic composers made it 
popular. Whatever its faults may be, it is simple 
and natural, and its tender little melodies fell plea- 
santly upon ears too well accustomed to the pom- 
posities of Rameau and his school. At first, lovers 
of Op^ra Comique in Paris had td subsist chiefly 
upon translations from the Italian ; but in 1755, 
" Ninette i la Cour," a dainty little work, written by 
a Neapolitan composer, Duni, to a French libretto, 
gained a great success; and soon afterwards, 
Monsigny, a composer who may well be called the 
father of Op^ra Comique, produced his first work, 
and started upon a career of success which extended 
into the next century. 

The early days of Op^ra Comique in Paris were 
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distracted by the jealousy existing between the 
French and Italian schools, but in 1762 peace was 
made between the rival factions, and by process of 
fusion the two became one. With the opening of 
the new Th^^tre de I'Op^ra Comique — ^the Salle 
Favart, as it was then called — there began a new 
and brilliant period for the history of French art. 
It is a significant fact, and one which goes far to 
prove how closely the foundation of Op^ra Comique 
was connected with a revolt against the boredom of 
Grand Opera, that the most successful composers in 
the n^vi genre were those who were actually innocent 
of any musical training whatsoever. Monsigny 
(1729-1817) is a particularly striking instance of 
natural genius triumphing in spite of a defective 
education. Nothing can exceed the thinness and 
poverty of his scores, or their lack of all real musical 
interest ; yet, by the sureness of his natural instinct 
for the stage, he succeeded in writing music which 
still moves us as much by its brilliant gaiety as its 
tender pathos. "Le D^serteur," his most famous 
work, is a touching little story of a soldier who deserts 
in a fit of jealousy, and is condemned to be shot, but 
is saved by his sweetheart, who begs his pardon from 
the king. Much of the music is almost childish in its 
naiveUf but there is real pathos in the famous air 
" Adieu, Louise," and some of the lighter scenes in 
the opera are touched off very happily. 

The musical education of Gr6try (i 741-18 13) was 
perhaps more elaborate than that of Monsigny, 
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but it fell very far short of profundity. His 
music excels in grace and humour^ and he rarely 
treated serious subjects with success. Such works 
as "Le Tableau Parlant/' "Les Deux Avares," 
and "L'Amant Jaloux" are models of lightness 
and brilliancy, whatever may be thought of their 
musicianship. " Richard Coeur de Lion " is the one 
instance of Gr^try having successfully attempted 
a loftier theme, and it remains his masterpiece. 
The scene is laid at the castle of Diirrenstein in 
Austria, where Richard lies imprisoned, and deals 
with the efforts of his faithful minstrel Blondel to 
rescue him. In this work Gr^try adapted his style 
to his subject with wonderful versatility. Much 
of the music is noble and digni6ed in style, and 
Blondel's air in particular, " O Richard, O mon roi," 
has a masculine vigour which is rarely found in the 
composer's work. But, after all, Gr^try is happiest 
in his delicate little pastorals and fantastic comedies, 
and, for all their slightness, his works bear the test 
of revival better than those of many of his more 
learned contemporaries. Philidor (1726-1795) was 
almost more famous as a chess-player than as 
a composer. He had the advantage of a sound 
musical education under Campra, one of the pre- 
decessors of Rameau, and his music has far more 
solid qualities than that of Gr^try or Monsigny. 
His treatment of the orchestra, too, was more 
scientific than that of his contemporaries, but he 
had little gift of melody, and he was deficient in 
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dramatic instinct. He often visited England, and 
ended by dying in London. One of the best of 
his works, "Tom Jones," was written upon an 
English subject. Philidor was popular in his day, 
but his works have rarely been heard by the present 
generation. 

With Gr6try the first period of Op6ra Comique 
may be said to close ; indeed, the taste of French 
audiences had begun to change some years before 
the close of the eighteenth century. The mighty 
wave of the Revolution swept away the idle gallan- 
tries of the sham pastoral ; while Ossian newly dis- 
covered, and Shakespeare newly translated, opened 
the eyes of cultivated Frenchmen to the possi- 
bilities of poetry and romance. At the same time, 
the works of Haydn and Mozart, which had already 
crossed the frontier, disturbed preconceived notions 
about the limits of orchestral colouring, and made 
the thin little scores of Gr6try and his contem- 
poraries seem doubly jejune. The change in 
public taste was gradual, but none the less certain. 
The opening years of the nineteenth century saw a 
singular evolution, if not revolution, in the history 
of Op6ra Comique. 

Meanwhile Opera in Italy was pursuing its 
triumphant course. The introduction of the Finale 
brought the two great divisions of Opera into 
closer connection, and most of the great composers 
of this period succeeded as well in Opera Buffa as 
in Opera Seria. The impetus given to the progress 
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of the art by the brilliant Neapolitan school was 
ably sustained by such composers as Nicolo 
Piccini (i 728-1 800), a composer who is now 
known principally to fame as the unsuccessful 
rival brought forward by the Italian party in Paris 
in the year 1776 in the vain hope of crushing 
Gluck. Piccini sinks into insignificance by the 
side of Gluck, but he was nevertheless an able 
composer, and certainly the leading representative 
of the Italian school at the time. He did much to 
develop the Concerted Finale, which before his 
day had been used with caution, not to say with 
timidity, and was so constant in his devotion to the 
loftiest form of art that he died in poverty and 
starvation. Cimarosa (1749-1801) is the brightest 
name of the next generation. He shone parti- 
cularly in comedy. His "Gli Orazi e Curiazi," 
which moved his contemporaries to tears, is now 
forgotten, but " II Matrimonio Segreto " still delights 
us with its racy humour and delicate melody. The 
story is simplicity itself, but the situations are 
amusing in themselves, and are led up to with no 
little adroitness. Paolino, a young lawyer, has 
secretly married Carolina, the daughter of Geronimo, 
a rich and avaricious merchant. In order to 
smooth away the difficulties which must arise when 
the inevitable discovery of the marriage takes place, 
he tries to secure a rich friend of his own. Count 
Robinson, for Geronimo's other daughter, Elisetta. 

Unfortunately Robinson prefers Carolina, and pro- 

D 
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poses himself as son-in-law to Geronimo, who is 
of course delighted that his daughter should have 
secured so unexceptionable a/ar//, while the horri- 
fied Paolino discovers to his great dissatisfaction that 
the elderly Fidalma, Geronimo's sister, has cast lan- 
guishing eyes upon himself. There is nothing for 
the young couple but flight, but unfortunately as 
they are making their escape they are discovered, 
and their secret is soon extorted. Geronimo's 
wrath is tremendous, but in the end matters are 
satisfactorily arranged, and the amiable Robinson 
after all expresses himself content with the charms 
of Elisetta. " II Matrimonio Segreto " was pro- 
duced at Vienna in 1792, and proved so very much 
to the taste of the Emperor Leopold, who was 
present at the performance, that he gave all the 
singers and musicians a magnificent supper, and 
then insisted upon their performing the opera again 
from beginning to end. Cimarosa was a prolific 
writer, the number of his operas reaching the 
formidable total of seventy-six, but, save for " II 
Matrimonio Segreto," they have all been consigned 
to oblivion. Although he was born only seven 
years before Mozart, and actually survived him for 
ten years, he belongs entirely to the earlier school 
of Opera Buff a. His talent is thoroughly Italian, 
untouched by German influence, and he excels in 
portraying the gay superficiality of the Italian 
character without attempting to dive far below the 
surface. 
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Even more prolific than Cimarosa was Paisiello 
(1741-1815), a composer whose works, though im- 
mensely popular in their time, did not possess 
individuality enough to defy the ravages of time. 
Paisiello deserves to be remembered as the first 
man to write an opera on the tale of "II Barbiere 
di Siviglia." This work, though coldly received 
when it was first performed, ended by establishing 
so firm a hold upon the affections of the Italian 
public, that when Rossini tried to produce his 
opera on the same subject, the Romans refused to 
give it a hearing. 

Paer (1771-1839) belongs chronologically to the 
next generation, but musically he has more in 
conunon with Paisiello than with Rossini. His 
principal claim to immortality rests upon the fact 
that a performance of his opera " Eleonora " 
inspired Beethoven with the idea of writing 
" Fidelio " ; but although his serious efforts are 
comparatively worthless, many of his comic operas 
are exceedingly bright and attractive. " Le Mattre 
de Chapelle," which was written to a French 
libretto^ is still performed with tolerable frequency 
in Paris. 

It is hardly likely that the whirligig of time will 
ever bring Paisiello and his contemporaries into 
popularity again in England, but in Italy there has 
been of late years a remarkable revival of interest in 
the works of the eighteenth century. A few years 
ago the Argentina Theatre in Rome devoted its 
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winter season almost entirely to reproductions of 
the works of this school. Many of these old-world 
little operas, whose very names had been for- 
gotten, were received most cordially, some of them 
— Paisiello's " Scuffiara raggiratrice," for instance — 
with genuine enthusiasm. 

Wars and rumours of wars stunted musical de- 
velopment of all kinds in Germany during the 
earlier years of the eighteenth century. After the 
death of Keiser in 1739, the glory departed from 
Hamburg, and Opera seems to have lain under a 
cloud until the advent of Johann Adam Hiller 
(1728-1804), the inventor of the Singspiel. Hiller's 
Singspiele were vaudevilles of a simple and humor- 
ous description interspersed with music, occasionally 
concerted numbers of a very simple description, 
but more often songs derived directly from the 
traditions of the German Lied. These operettas 
were very popular, as the frequent editions of them 
which were called for, prove. Yet, in spite of their 
success, it was felt by many of the composers who 
imitated him that the combination of dialogue and 
music was inartistic, and Johann Friedrich Reichardt 
(1752-1814) attempted to solve the difficulty by 
relegating the music to a merely incidental posi- 
tion and conducting all the action of the piece 
by means of the dialogue. Nevertheless the older 
form of the Singspiel retained its popularity, and, 
although founded upon incorrect aesthetic prin- 
ciples — for no art, however ingenious, can fuse 
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the convention of speech and the convention 
of song into an harmonious whole — was the 
means in later times of giving to the world, in 
"Die Zauberflote" and "Fidelio," nobler music 
than had yet been consecrated to the service of 
the stage. 



CHAPTER IV 
MOZART 

• 

Although Mozart's (1756-1791) earliest years were 
passed at Salzburg, the musical influences which sur- 
rounded his cradle were mainly Italian. Salzburg 
imitated Vienna, and Vienna, in spite of Gluck, was 
still Italian in its sympathies, so far at any rate as 
Opera Seria was concerned. Mozart wrote his first 
opera, " La Finta Semplice,',' for Vienna, when he 
was twelve years old. It would have been performed 
in 1768 but for the intrigues of jealous rivals and 
the knavery of an impresario. It was not actually 
produced until the following year, when the Arch- 
bishop of Salzburg arranged a performance of it 
in his own city to console his little proUgi for his 
disappointment at Vienna. It is of course an extra- 
ordinary work when the composer's age is taken 
into account, but intrinsically differs little from 
the thousand and one comic operas of the period. 
Mozart's first German opera, "Bastien und Bas- 
tienne," though written after " La Finta Semplice," 
was performed before it. It was given in 1768, in a 
private theatre belonging to Dr. Anton Meszmer, a 

rich Viennese bourgeois. It follows the lines of 
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Hiller's Singspiele closely, but shows far more 
originality, especially in the orchestration, than " La 
Finta Semplice." The plot of the little work is an 
imitation of Rousseau's " Devin du Village," telling 
of the quarrels of a rustic couple, and their recon- 
ciliation through the good offices of a travelling 
conjurer. It was significant that the Italian and 
German schools should be respectively represented 
in the two infant works of the man who was after- 
wards to fuse the special beauties of each in works 
of immortal loveliness. Mozart's next four operas 
were, for the most part, hastily written — " Mitridate, 
Re di Ponto" (1770) and "Lucio Silla" (1775) for 
Milan, "La Finta Giardiniera" (1775) for Munich, 
and "II Re Pastore" (1775) for Salzburg. They 
adhere pretty closely to the conventional forms 
of the day, and, in spite of the beauty of many 
of the airs, can scarcely be said to contain much 
evidence of Mozart's incomparable genius. In 
1778 the young composer visited Paris, where 
he stayed for several months. This period may 
be looked upon as the turning-point in his 
operatic career. In Paris he heard the operas of 
Gluck and Gr6try, besides those of the Italian com- 
posers, such as Piccini and Sacchini, whose best 
works were written for the French stage. He 
studied their scores carefully, and from them he 
learnt the principles of orchestration, which he was 
afterwards to turn to such account in " Don Gio- 
vanni" and "Die Zauberflote." The result of his 
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studies was plainly visible in the first work which 
he produced after his return to Germany, "Ido- 
meneo." This was written for the Court Theatre at 
Munich, and was performed for the first time on the 
29th of January 1781. The libretto^ by the Abb6 
Giambattista Varesco, was modelled upon an earlier 
French work which had already been set to music 
by Campra. Idomeneo, king of Crete, on his way 
home from the siege of Troy, is overtaken by a 
terrific storm. In despair of his Hfe, he vows that, 
should he reach the shore alive, he will sacrifice the 
first human being he meets to Neptune. This 
proves to be his son Idamante, who has been 
reigning in his stead during his absence. When 
he finds out who the victim is — for at first he does 
not recognise him — he tries to evade his vow by 
sending Idamante away to foreign lands. Electra, 
the daughter of Agamemnon, driven from her 
country after the murder of her mother, has taken 
refuge in Crete, and Idomeneo bids his son return 
with her to Argos and ascend the throne of the 
Atreidae. Idamante loves Ilia, the daughter of 
Priam, who has been sent to Crete some time before 
as a prisoner from Troy, and is loved by her in 
return. Nevertheless he bows to his father's will, 
and is preparing to embark with Electra, when a 
storm arises, and a frightful sea monster issues from 
the waves and proceeds to devastate the land. The 
terror-stricken people demand that the victim shall 
be produced, and Idomeneo is compelled to confess 
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that he has doomed his son to destruction. All are 
overcome with horror, but the priests begin to 
prepare for the sacrifice. Suddenly cries of joy 
are heard, and Idamante, who has slain the monster 
single-handed, is brought in by the priests and 
people. He is ready to die, and his father is pre- 
paring to strike the fatal blow, when Ilia rushes in 
and entreats to be allowed to die in his place. The 
lovers are still pleading anxiously with each other 
when a subterranean noise is heard, the statue of 
Neptune rocks, and a solemn voice pronounces the 
will of the gods in majestic accents. Idomeneo is 
to renounce the throne, and Idamante is to marry 
Ilia and reign in his stead. Every one except 
Electra is vastly relieved, and the opera ends with 
dances and rejoicings. 

The music of " Idomeneo " is cast for the most 
part in Italian form, though the influence of Gluck 
is obvious in many points, particularly in the scene 
of the oracle. Here we find Mozart in his maturity 
for the first time ; he has become a man and put 
away childish things. In two points " Idomeneo " 
is superior to any opera that had previously been 
written — in the concerted music (the choruses as 
well as the trios and quartets), and in the instru- 
mentation. The chorus is promoted from the part 
which it usually plays in Gluck, that of a passive 
spectator. It joins in the drama, and takes an 
active part in the development of the plot, and the 
music which it is called upon to sing is often finer 
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and more truly dramatic than that allotted to the 
solo singers. But the chorus had already been 
used effectively by Gluck and other composers ; it is 
in his solo concerted music that Mozart forges ahead 
of all possible rivals. The power which he shows 
of contrasting the conflicting emotions of his char- 
acters in elaborate concerted movements was some- 
thing really new to the stage. The one quartet 
in Handel's "Radamisto" and the one trio in his 
"Alcina/' magnificent as they are, are too excep- 
tional in their occurrence to be quoted as instances, 
while the attempts of Rameau and his followers to 
impose dramatic significance into their concerted 
music, though technically interesting, do but faintly 
foreshadow the glory of Mozart. The orchestra- 
tion of "Idomeneo," too, is something of the 
nature of a revelation. At Munich, Mozart had at 
his disposal an excellent and well-trained band, 
and this may go far to explain the elaborate care 
which he bestowed upon the instrumental side of 
his opera. The colouring of the score is sublime 
in conception and brilliant in detail. Even now 
it well repays the closest and most intimate study. 
" Idomeneo " is practically the foundation of all 
modern orchestration. 

Mozart's next work was very different both in 
scope and execution. It has already been pointed 
out that the two first works which the composer, 
as a child, wrote for the stage, followed respectively 
the Italian and German models. Similarly, he 
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signalised his arrival at the full maturity of his 
powers by producing an Italian and German 
masterpiece side by side. "Die Entfiihrung aus 
dem Serail" was written for the Court Theatre 
at Vienna, in response to a special command of 
the Emperor Joseph II. It was produced on July 
13, 1782. The original libretto was the work of 
C. F. Bretzner, but Mozart introduced so many 
alterations and improvements into the fabric of the 
story that, as it stands, much of it is practically his 
own work. 

The Pasha Selim has carried off a Christian 
damsel named Constanze, whom he keeps in close 
confinement in his seraglio, in the hope that she 
may consent to be his wife. Belmont, Constanze's 
lover, has traced her to the Pasha's country house 
with the assistance of Pedrillo, a former servant of 
his own, now the Pasha's slave and chief gardener. 
Belmont's attempts to enter the house are frus- 
trated by Osmin, the surly major-domo. At last, 
however, through the good offices of Pedrillo, he 
contrives to gain admission in the character of an 
architect. Osmin has a special motive for disliking 
Pedrillo, who has forestalled him in the affections of 
Blondchen, Constanze's maid; nevertheless he is 
beguiled by the wily servant into a drinking bout, 
and quieted with a harmless narcotic. This gives 
the lovers an opportunity for an interview, in which 
the details of their flight are arranged. The next 
night they make their escape. Belmont gets off 
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safely with Constanze, but Pedrillo and Blondchen 
are seen by Osmin before they are clear of the house. 
The hue and cry is raised, and both couples are 
caught and brought back. They are all condemned 
to death, but the soft-hearted Pasha is so much over- 
come by their fidelity and self-sacrifice that he 
pardons them and sends them away in happiness. 

Much of " Die Entfiihrung " is so thoroughly and 
characteristically German, that at first sight it may 
be thought surprising that it should have succeeded 
so well in a city like Vienna, which was inclined to 
look upon the Singspiel as a barbarian product of 
Northern Germany. But there is a reason for this, 
and it is one which goes to the root of the whole 
question of comic opera. Mozart saw that Italian 
comic operas often succeeded in spite of miserable 
libretti^ because the entire interest was concentrated 
upon the music, and all the rest was forgotten. 
The German Singspiel writers made the mistake 
of letting their music be, for the most part, purely 
incidental, and conducting all the dramatic part 
of their plots by dialogue. Mozart borrowed the 
underlying idea of the Opera Buffa, applied it to 
the form of the Singspiel, which he kept intact, and 
produced a work which succeeded in revolutionising 
the history of German Opera. But, apart from the 
question of form, the music of "Die Entfiihrung" is 
in itself fine enough to be the foundation even of 
so imposing a structure as modern German music. 
The orchestral forces at Mozart's disposal were on 
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a smaller scale than at Munich ; but though less 
elaborate than that of "Idomeneo," the score of 
" Die Entfuhrung " is full of the tenderest and 
purest imagination. But the real importance of 
the work lies in the vivid power of characterization, 
which Mozart here reveals for the first time in full 
maturity. It is by the extraordinary development 
of this quality that he transcends all other writers 
for the stage before or since. It is no exaggeration 
to say that Mozart's music reveals the inmost soul 
of the characters of his opera as plainly as if they 
were discussed upon a printed page. In his later 
works the opportunities given him of proving this 
magical power were more frequent and better. 
The libretto of "Die Entfuhrung" is a poor affair 
at best, but, considering the materials with which 
he had to work, Mozart never accomplished truer or 
more delicate work than in the music of Belmont and 
Constanze, of Pedrillo, and, greatest of all, of Osmin. 
In 1786 Mozart wrote the music to a foolish little 
one-act comedy entitled "Der Schauspieldirektor," 
describing the struggles of two rival prime donne 
for an engagement. A sparkling overture and a 
genuinely comic trio are the best numbers of the 
score ; but the libretto gave Mozart little oppor- 
tunity of exercising his peculiar talents. Since its 
original production various attempts have been 
made to fit "Der Schauspieldirektor" with new and 
more effective libretti, but in no case has its per- 
formance attained any real success. 
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For the sake of completeness it may be well to 
mention the existence of a comic opera entitled 
"L'Oie du Carre," which is an exceedingly clever 
combination of the fragments left by Mozart of two 
unfinished operas, "L'Oca del Cairo " and "Lo Sposo 
Deluso," fitted to a new and original libretto by the 
late M. Victor Wilder. In its modern form, this 
little opera, in which a lover is introduced into his 
mistress's garden inside an enormous goose, has been 
successfully performed both in France and England. 

Not even the success of " Die Entf iihrung " could 
permanently establish German opera in Vienna. 
The musical sympathies of the aristocracy were 
entirely Italian, and Mozart had to bow to ex- 
pediency. His next work, " Le Nozze di Figaro " 
(1786) was written to an adaptation of Beaumar- 
chais's famous comedy "Le Mariage de Figaro," 
which had been produced in Paris a few years 
before. Da Ponte, the librettist, wisely omitted all 
the political references, which contributed so much 
to the popularity of the original play, and left only 
a bustling comedy of intrigue, not perhaps very 
moral in tendency, but full of amusing incident and 
unflagging in spirit. It speaks volumes for the in- 
genuity of the librettist that though the imbroglio 
is often exceedingly complicated, no one feels the 
least difficulty in following every detail of it on 
the stage, though it is by no means easy to give 
a clear and comprehensible account of all the rami- 
fications of the plot. 
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The scene is laid at the country house of Count 
Almaviva. Figaro, the Count's valet, and Susanna, 
the Countess's maid, are to be married that day, 
but Figaro, who is well aware that the Count has 
a penchant for his fiancee, is on his guard against 
machinations in that quarter. Enter the page 
Cherubino, an ardent youth who is devotedly 
attached to his mistress. He has been caught by 
the Count flirting with Barberina, the gardener's 
daughter, and promptly dismissed from his service, 
and now he comes to Susanna to entreat her to 
intercede for him with the Countess. While the 
two are talking they hear the Count approaching, 
and Susanna hastily hides Cherubino behind a large 
arm-chair. The Count comes to offer Susanna a 
dowry if she will consent to meet him that evening, 
but she will have nothing to say to him. Basilio, 
the music-master, now enters, and the Count has 
only just time to slip behind Cherubino's arm- 
chair, while the page creeps round to the front of 
it, and is covered by Susanna with a cloak. Basilio, 
while repeating the Count's proposals, refers to 
Cherubino's passion for the Countess. This arouses 
the Count, who comes forward in a fury, orders 
the immediate dismissal of the page, and by the 
merest accident discovers the unlucky youth en- 
sconced in the arm-chair. As Cherubino has heard 
every word of the interview, the first thing to do 
is to get him out of the way. The Count therefore 
presents him with a commission in his own regi- 
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ment, and bids him pack off to Seville post-haste. 
Figaro now appears with all the villagers in holiday 
attire to ask the Count to honour his marriage by 
giving the bride away. The Count cannot refuse, 
but postpones the ceremony for a few hours in 
the hope of gaining time to prosecute his suit. 
Meanwhile the Countess, Susanna and Figaro are 
maturing a plot of their own to discomfit the Count 
and bring him back to the feet of his wife. Figaro 
writes an anonymous letter to the Count, telling 
him that the Countess has made an assignation 
with a stranger for that evening in the garden, 
hoping by this means to arouse his jealousy and 
divert his mind from the wedding. He assures him 
also of Susanna's intention to keep her appoint- 
ment in the garden, intending that Cherubino, who 
has been allowed to put off his departure, shall be 
dressed up as a girl and take Susanna's place at 
the interview. The page comes to the Countess's 
room to be dressed, when suddenly the conspirators 
hear the Count approaching. Cherubino is hastily 
locked in an inner room, while Susanna slips into 
an alcove. While the Count is plying his wife with 
angry questions, Cherubino clumsily knocks over 
a chair. The Count hears the noise, and at once 
jumps to the conclusion that the page is hiding in 
the inner room. The Countess denies everything 
and refuses to give up the key, whereupon the 
Count drags her off with him to get an axe to 
break in the door. Meanwhile Susanna liberates 



MOZART 65 

Cherubino, and takes his place in the inner room, 
while the latter escapes by jumping down into the 
garden. When the Count finally opens the door 
and discovers only Susanna within, his rage is 
turned to mortification, and he is forced to sue 
for pardon. The Countess is triumphant, but la 
change is given to the position of affairs by 
the appearance of Antonio, the gardener, who 
comes to complain that his flowers have been 
destroyed by some one jumping on them from the 
window. The Count's jealous fears are returning, 
but Figaro allays them by declaring that he is the 
culprit, and that he made his escape by the window 
in order to avoid the Count's anger. Antonio then 
produces a paper which he found dropped among 
the flowers. This proves to be Cherubino's com- 
mission. Once more the secret is nearly out, but 
Figaro saves the situation by declaring that the 
page gave it to him to get the seal affixed. The 
Countess and Susanna are beginning to congratu- 
late themselves on their escape, when another 
diversion is created by the entrance of Marcellina, 
the Countess's old duenna, and Bartolo, her ex- 
guardian. Marcellina has received a promise in 
writing from Figaro that he will marry her if he 
fails to pay a sum of money which he owes her 
by a certain date, and she comes to claim her 
bridegroom. The Count is delighted at this new 
development, and promises Marcellina that she 
shall get her rights. 
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The second act (according to the original ar- 
rangement) is mainly devoted to clearing up the 
various difficulties. Figaro turns out to be the 
long-lost son of Marcellina and Bartolo, so the 
great impediment to his marriage is effectually 
removed, and by the happy plan of a disguise the 
Countess takes Susanna's place at the assignation, 
and receives the ardent declarations of her hus- 
band. When the Count discovers his mistake he 
is thoroughly ashamed of himself, and his vows of 
amendment bring the piece to a happy conclusion. 

It seems hardly possible to write critically of the 
music of " Le Nozze di Figaro." Mozart had in a 
superabundant degree that power which is charac- 
teristic of our greatest novelists, of infusing the 
breath of life into his characters. We rise from 
seeing a performance of "Le Nozze," with no 
consciousness of the art employed, but with a 
feeling of having assisted in an actual scene in 
real life. It is not until afterwards that the know- 
ledge is forced upon us that this convincing pre- 
sentment of nature is the result of a combination 
of the purest inspiration of genius with the highest 
development of art. Mozart knew everything that 
was to be known about music, and " Le Nozze di 
Figaro," in spite of its supreme and unapproachable 
beauty, is really only the legitimate outcome of two 
centuries of steady development. Perhaps the 
most striking feature of the work is the absolute 
consistency of the whole. In spite of the art 
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with which the composer has individualised his 
characters, there is no clashing between the dif- 
ferent types of music allotted to each. For the 
music itself, if the exuberant youthfulness of " Die 
Entfiihrung" has been toned down to a serener 
flow of courtliness, we are compensated for the loss 
by the absence of the mere bravura which disfigures 
many of the airs in the earlier work. The dominant 
characteristic of the music is that wise and tender 
sympathy with the follies and frailties of mankind, 
which moves us with a deeper pathos than the most 
terrific tragedy ever penned. It is perhaps the 
highest achievement of the all-embracing genius of 
Mozart that he made an artificial comedy of intrigue, 
which is trivial when it is not squalid, into one of 
the great music dramas of the world. 

Mozart's next work, "Don Giovanni" (October 
29, 1787), was written for Prague, a city which had 
always shown him more real appreciation than 
Vienna. It was adapted by Da Ponte from a Spanish 
tale which had already been utilised by Molifere. 
Although, so far as incident goes, it is not perhaps 
an ideal libretto^ it certainly contains many of the 
elements of success. The characters are strongly 
marked and distinct, and the supernatural part 
of the story, which affected Mozarf s imagination 
very strongly, and indeed determined him to 
undertake the opera, is managed with consum- 
mate skill. 

Don Giovanni, a licentious Spanish nobleman. 
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who is attracted by the charms of Donna Anna, the 
daughter of the Commandant of Seville, breaks into 
her palace under cover of night, in the hope of 
making her his own. She resists him and calls for 
help. In the struggle which ensues, the Comman- 
dant is killed by Don Giovanni, who escapes un- 
recognised. Donna Elvira, his deserted wife, has 
pursued him to Seville, but he employs his servant 
Leporello to occupy her attention while he pays 
court to Zerlina, a peasant girl, who is about 
to marry an honest clodhopper named Masetto. 
Donna Anna now recognises Don Giovanni as her 
father's assassin, and communicates her discovery 
to her lover, Don Ottavio ; Elvira joins them, and 
the three vow vengeance against the libertine. Don 
Giovanni gives a ball in honour of Zerlina's mar- 
riage, and in the course of the festivities seizes an 
opportunity of trying to seduce her. He is only 
stopped by the interference of Anna, Elvira, and 
Ottavio, who have made their way into his palace in 
masks and dominoes. In the next act the vengeance 
of the three conspirators appears to hang fire a 
little, for Don Giovanni is still pursuing his vicious 
courses, and employing Leporello to beguile the too 
trustful Elvira. After various escapades he finds 
himself before the statue of the murdered Com- 
mandant. He jokingly invites his old antagonist 
to sup with him, an invitation which the statue, 
rather to his surprise, hastens to accept. Leporello 
and his master return to prepare for the entertain- 
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ment of the evening. When the merriment is at 
its height, a heavy step is heard in the corridor, 
and the marble man enters. Don Giovanni is still 
undaunted, and even when his terrible visitor 
offers him the choice between repentance and 
damnation, yields not a jot of his pride and in- 
solence. Finally the statue grasps him by the 
hand and drags him down, amid flames and earth- 
quakes, to eternal torment. 

The taste of Mozart's time would not permit the 
drama to finish here. All the other characters have 
to assemble once more. Leporello gives them an 
animated description of his master's destruction, and 
they proceed to draw a most edifying moral from 
the doom of the sinner. The music to this finale is 
of matchless beauty and interest, but modem con- 
vention will not hear of so grievous an anti-climax, 
and the opera now ends with Don Giovanni's 
disappearance. 

The music of " Don Giovanni " has so often been 
discussed, that brief reference to its more salient 
features will be all that is necessary. Gounod has 
written of it : " The score of ' Don Giovanni ' has 
influenced my life like a revelation. It stands in 
my thoughts as an incarnation of dramatic and 
musical impeccability," and lesser men will be 
content to echo his words. The plot is less drama- 
tically coherent than that of " Le Nozze di Figaro," 
but it ranges over a far wider gamut of human 
feeling. From the comic rascality of Leporello 
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to the unearthly terrors of the closing scene is a 
vast step, but Mozart is equally at home in both. 
His incomparable art of characterization is here 
displayed in even more consummate perfection than 
in the earlier work. The masterly way in which he 
differentiates the natures of his three soprani — ^the 
noble purity of Anna, the jealous fury of Elvira, 
and the girlish coquetry of Zerlina — may especially 
be remarked, but all the characters are treated with 
the same profound knowledge of life and human 
nature. Even in his most complicated concerted 
pieces he never loses grip of the idiosyncrasies of 
his characters, and in the most piteous and tragic 
situations he never, relinquishes for a moment his 
pure ideal of intrinsic musical beauty. If there be 
such a thing as immortality for any work of art, it 
must surely be conceded to " Don Giovanni." 

"Cosl fan Tutte," his next work, was produced 
at Vienna in January 1790. It has never been 
so successful as its two predecessors, chiefly on 
account of its foolish libretto^ which is not only 
wearisome in itself, but evidently failed to inspire 
Mozart. The plot turns upon a wager laid by two 
young officers with an old cynic of their acquaint- 
ance to prove the constancy of their respective 
sweethearts. After a touching leave-taking they 
return disguised as Albanians and proceed to 
make violent love each one to the oMa^i^^ fiancee. 
The ladies at first resist the ardent strangers, but 
end by giving way, and the last scene shows their 
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repentance and humiliation when they discover 
that the too attractive foreigners are their own 
lovers after all. There is much delightful music 
in the work, but on the whole it shows more incli- 
nation to return to the conventions of Opera Bulfa 
than to continue upon the path traced out in " Le 
Nozze di Figaro." 

Mozart's next opera, " La Clemenza di Tito," was 
hastily written, while he was suffering from the 
illness which in the end proved fatal. The libretto 
was an adaptation of an earlier work by Metastasio. 
Cold and formal, and totally devoid of dramatic 
interest, it naturally failed to inspire the composer. 
The form in which it was cast compelled him to 
return to the conventions of Opera Seria, from 
which he had long escaped, and altogether, as an 
able critic remarked at the time, the work might 
rather be taken for the first attempt of budding 
talent than for the product of a mature mind. The 
story deals with the plotting of Vitellia, the daughter 
of the deposed Vitellius, to overthrow the Emperor 
Titus. She persuades her lover Sextus to conspire 
against his friend, and he succeeds in setting the 
Capitol on fire. Titus, however, escapes by means 
of a disguise, and not only pardons all the con- 
spirators, but rewards Vitellia with his hand. The 
opera was produced at Prague on the 6th of Sep- 
tember 1 79 1; and the cold reception which it ex- 
perienced did much to embitter the closing years 
of Mozart's life. 
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"Die Zauberflote/' his last woric, was written 
t>efore " La Clemenza di Tito," though not actuaUy 
produced until September 30, 1791. The Ubntto^ 
which was the work of Emanuel Schikaneder, is 
surely the most extraordinary that ever mortal 
composer was called upon to set 

At the opening of the ope^2^ the Prince Tamino 
rushes in, pursued by a monstrous serpent, and 
sinks exhausted upon the steps of a temple, from 
which three ladies issue in the nick of time and 
despatch the serpent with their silver spears. They 
then give Tamino a portrait of Pamina, the daughter 
of their mistress, the Queen of Night, which imme- 
diately inspires him with passionate devotion. He 
is then informed that Pamina has been stolen by 
Sarastro, the high-priest of Isis, and imprisoned by 
him in his palace. He vows to rescue her, and for 
that purpose is presented by the ladies with a magic 
flute, which will keep him safe in every danger, 
while Papageno, a bird-catcher, who has been 
assigned to him as companion, receives a Glocken- 
spieL Three genii are sununoned to guide them, 
and the two champions thereupon proceed to 
Sarastro's palace. Tamino is refused admittance 
by the doorkeeper, but Papageno in some unex- 
plained way contrives to get in, and persuades 
Pamina to escape with him. They fly, but are re- 
captured by Monostatos, a Moor, who has been 
appointed to keep watch over Pamina. Sarastro 
now appears, condemns Monostatos to the bastinado. 
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and decrees that the two lovers shall undergo a 
period of probation in the sanctuary. In the second 
act the ordeal of silence is imposed upon Tamino. 
Pamina cannot understand his apparent coldness, 
and is inclined to listen to the counsels of her mother, 
who tries to induce her to murder Sarastro. The 
priest, however, convinces her of his beneficent 
intentions. The lovers go through the ordeals 
of fire and water successfully, and are happily 
married. The Queen of Night and her dark king- 
dom perish everlastingly, and the reign of peace and 
wisdom is universally established. The humours 
of Papageno in his search for a wife have nothing 
to do with the principal interest of the plot, but 
they serve as an acceptable contrast to the more 
serious scenes of the opera. 

The libretto of "Die Zauberflote" is usually 
spoken of as the climax of conceivable inanity, but 
the explanation of many of its absurdities seems to 
lie in the fact that it is an allegorical illustration of 
the struggles and final triumphs of Freemasonry. 
Both Mozart and Schikaneder were Freemasons, 
and " Die Zauberflote " is in a sense a manifesto of 
their belief. Freemasonry in the opera is repre- 
sented by the mysteries of Isis, over which the high- 
priest Sarastro presides. The Queen of Night is 
Maria Theresa, a sworn opponent of Freemasonry, 
who interdicted its practice throughout her domi- 
nions, and broke up the Lodges with armed 
force. Tamino may be intended for the Emperor 
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Joseph II., who, though not a Freemason himself as 
his father was, openly protected the brotherhood ; 
and we may look upon Pamina as the representative 
of the Austrian people. The name of Monostatos 
seems to be connected with monasticism, and may be 
intended to typify the clerical party, which, though 
outwardly on friendly terms with Freemasonry, 
seems in reality to have been bent upon its de- 
struction. Papageno and his wife Papagena are 
excellent representatives of the light-hearted and 
pleasure-loving population of Vienna. It is difficult 
to make any explanation of the allegory fit the story 
very perfectly, but an outline is enough to acquit 
Mozart of having allied his music to mere balder- 
dash. But though the Masonic theory may explain 
Mozart's position, it cannot make "Die Zauber- 
flote" into a good libretto. Symbolism is never 
effective upon the stage, and " Die Zauberflote " is 
certainly symbplism at its weakest. Yet, in spite 
of the libretto, Mozart's music has triumphed over 
everything. " Die Zauberflote " is in form a Sing- 
spiel — that is to say, the music is interspersed with 
spoken dialogue — but there the resemblance to 
Hiller's creations ceases. From the magnificent 
fugue in the Overture to the majestic choral finale, 
the music is an astonishing combination of divinely 
beautiful melody with marvels of contrapuntal 
skill. Perhaps the most surprising part of " Die 
Zauberflote " is the extraordinary ease and certainty 
with which Mozart manipulates what is practically 
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a new form of art. Nursed as he had been in the 
traditions of Italian Opera, it would not have been 
strange if he had not been able to shake off the 
influences of his youth. Yet "Die Zauberflote" 
owes but little to any Italian predecessor. It is 
German to the core. We may be able to point 
to passages which are a development of something 
occurring in the composer's earlier works, such as 
" Die Entfuhrung," but there is hardly anything in 
the score of " Die Zauberflote " which suggests any 
external influence. Its position in the world of 
music is ably summarised by Jahn : '' If in his 
Italian operas he assimilated the traditions of a long 
period of development and in some sense put the 
finishing stroke to it, with ' Die Zauberflote ' Mozart 
treads on the threshold of the future, and un- 
locks for his countrymen the sacred treasure of 
national art." 

Of Mozart's work as a whole, it is impossible to 
speak save in terms which seem exaggerated. His 
influence upon subsequent composers cannot be 
over-estimated. Without him, Rossini and modern 
Italian music, Weber and modern German, Gounod 
and modern French, would have been impossible. 
It may be conceded that the form of his operas, 
with the alternation of airs, concerted pieces and 
recitative secco^ may conceivably strike the ears of 
the uneducated as old-fashioned, but the feelings 
of musicians may best be summed up in the words 
of Gounod : " O Mozart, divin Mozart ! Qu'il faut 
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peu te comprendre pour ne pas f adorer ! Toi, la 
v^rit6 constante ! Toi, la beaut6 parfaite 1 Toi, le 
channe in6puisable ! Toi, toujours profond et tou- 
jours limpide ! Toi, Thumanit^ complete et la 
simplicity de I'enfant ! Toi, qui as tout ressenti, et 
tout exprim^ dans une langue musicale qu'on n'a 
jamais surpass^ et qu'on ne surpassera jamais." 



CHAPTER V 

THE CLOSE OP THE CLASSICAL PERIOD 

M^HUI^-CHERUBINI—SPONTINI— BEETHOVEN— BOIELDIEU 

Mozart and Gluck, each in his respective sphere, 
carried Opera to a point which seemed scarcely 
to admit of further development. But before the 
advent of Weber and the Romantic revolution 
there was a vast amount of good work done by 
a lesser order of musicians, who worked on the 
lines laid down by their great predecessors, and did 
much to familiarise the world with the new beauties 
of their masters' work. The history of art often 
repeats itself in this way. First comes the genius, 
burning with celestial fire. He sweeps away the 
time-worn formulas, and founds his new art upon 
their ruins. Then follows the crowd of disciples, 
men of talent and imagination, though without 
the crowning impulse which moves the world. 
They repeat and amplify their leader's maxims, 
until the world, which at first had stood aghast 
at teaching so novel, in time grows accustomed 
to it, and finally accepts it without question. Next 
comes the final stage, when what has been caviare 
to one generation is become the daily bread of the 

77 
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next. The innovations of the master, caught up and 
reproduced by his disciples, in the third generation 
become the conventional formulas of the art and 
the world is ripe once more for a revolution ! 

Deeply as Gluck's work a£Fected the history of 
music, his immediate disciples were few. Salieri 
(1750-1825), an Italian by birth, was chiefly asso- 
ciated with the Viennese court, but wrote his best 
work, "Les Danaldes," for Paris. He caught the 
trick of Gluck's grand style cleverly, but was never 
more than an imitator. Sacchini (1734-1786) had 
a more original vein, though he too was essentially a 
composer of the second class. He was not actually 
a pupil of Gluck, though his later works, written 
for the Paris stage, show the influences of the com- 
poser of " Alceste " very strongly. The greatest of 
Gluck's immediate followers — the greatest, because 
he imbibed the principles of his master's art without 
slavishly reproducing his form — ^was M6hul (1763- 
18 17), a composer who is so little known in England 
that it is difficult to speak of him in terms which 
shall not sound exaggerated to those who are not 
familiar with his works. How highly he is ranked by 
French critics may be gathered from the fact that 
when " Israel in Egypt " was performed for the first 
time in Paris, a few years ago, M. Julien Tiersot, one 
of the sanest and most clear-headed of contemporary 
writers on music, gave it as his opinion that Handel's 
work was less conspicuous for the qualities of dignity 
and sonority than Mehul's " Joseph." Englishmen 



CLOSE OF THE CLASSICAL PERIOD 79 

can scarcely be expected to echo this opinion, but 
as to the intrinsic greatness of M^hul's work there 
cannot be any question. He was far more of a 
scientific musician than Gluck, and his scores have 
nothing of his master's jejuneness. His melody, 
too, is dignified and expressive, but he is sensibly 
inferior to Gluck in what may be called dramatic 
instinct, and this, coupled with the fact that the 
libretti of his operas are almost uniformly unin- 
teresting, whereas Gluck's are drawn from the 
immortal legends of the past, is perhaps enough 
to explain why the one has been taken and the 
other left. M^hul's last and greatest work, " Joseph," 
is still performed in France and Germany, though 
our national prejudices forbid the hope that it can 
ever be heard in this country except in a mutilated 
concert version. The opera follows the Biblical 
story closely, and M6hul seems to have caught the 
largeness and simplicity of the Old Testament with 
rare art. From the magnificent opening air, 
" Champs paternels," to the sonorous final chorus, 
the work is rich in beauty of a very high order. 
Of his other serious works few have remained 
in the current repertory, chiefly owing to their 
uninteresting libretti^ for there is not one of them 
which does not contain music of rare excellence. 
" Stratonice," a dignified setting of the pathetic old 
story of the prince who loves his father's betrothed, 
deserves to live if only for the sake of the noble 
air, "Versez tous vos chagrins," a masterpiece of 
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sublime tenderness as fine as anything in Gluck. 
"Uthal," a work upon an Ossianic legend, was 
recently revived with success in Germany. It em- 
bodies a curious experiment in orchestration, the 
violins being entirely absent from the score. The 
composer's idea, no doubt, was to represent by this 
means the grey colouring and misty atmosphere of 
the scene in which his opera was laid, but the 
originality of the idea scarcely atones for the 
monotony in which it resulted. Although his genius 
was naturally of a serious and dignified cast, M6hul 
wrote many works in a lighter vein, partly no doubt 
in emulation of Gr^try, the prince of Op6ra Comique. 
Mdhul's comic operas are often deficient in sparkle, 
but their musical force and the enchanting melodies 
with which they are begemmed have kept them alive, 
and several of them — "Une Folic," for instance, 
and " Le Tr^sor Supposd " — have been performed 
in Germany during the last decade. 

Although born in Florence and educated in the 
traditions of the Neapolitan school, Cherubini 
( 1 760-1 842) belongs by right to the French school. 
His "Lodoiska," which was produced in Paris in 
1 79 1, established his reputation ; and " Les Deux 
Journ^es" (1800) placed him, in the estimation of 
Beethoven, at the head of all living composers of 
Opera. Posterity has scarcely endorsed Beethoven's 
dictum, but it is impossible to ignore the beauty of 
Cherubini's work. The solidity of his concerted 
pieces and the picturesqueness of his orchestration 
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go far to explain the enthusiasm which his works 
aroused in a society which as yet knew little, 
if anything, of Mozart, Cherubini's finest works 
suffer from a frigidity and formality strangely in 
contrast with the grace of Gr^try or the melody of 
M6hul, but the infinite resources of his musician- 
ship make amends for lack of inspiration, and " Les 
Deux Journeys" may still be listened to with 
pleasure, if not enthusiasm. The scene of the opera 
is laid in Paris, under the rule of Cardinal Mazarin, 
who has been defied by Armand, the hero of the story. 
The gates of Paris are strictly guarded, and every 
precaution is taken to prevent Armand's escape ; but 
he is saved by Mikeli, a water-carrier, whose son he 
had once befriended, and who now repays the favour 
by conveying him out of Paris in his empty water-cart. 
Armand escapes to a village near Paris, but is cap- 
tured by the Cardinal's troops while protecting his 
wife Constance, who has followed him, from the 
insults of two soldiers. In the end a pardon arrives 
from the Queen, and all ends happily. In spite of 
the serious and even tragic cast of the plot, the use 
of spoken dialogue compels us to class " Les Deux 
Journ^es" as an opira comique ; and the same rule 
applies to "M6d6e," Cherubini's finest work, an 
opera which for dignity of thought and grandeur of 
expression deserves to rank high among the pro- 
ductions of the period. Lesueur is the only other 
serious composer of this epoch who deserves to be 

mentioned by the side of M^hul and Cherubini. 

F 
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His opera " Les Bardes," though now forgotten, has 
qualities of undeniable excellence. Its faults as well 
as its beauties are those of the period which pro- 
duced it. It is declamatory rather than lyrical, and 
decorative rather than realistic, but in the midst of 
its conventions and formality there is much that is 
true as well as picturesque. 

During the closing years of the eighteenth and at 
the beginning of the nineteenth century the activity 
of the French school of Opera is in remarkable 
contrast with the stagnation which prevailed in 
Italy and Germany. Italy, a slave to the facile 
graces of the Neapolitan school, still awaited the 
composer who should strike off her chains and 
renew the youth of her national art ; while Ger- 
many, among the crowds of imitators who clung to 
the skirts of Mozart's mantle, could not produce one 
worthy to follow in his steps. Yet though French 
Opera embodied the finest thought and aspiration 
of the day, it is only just to observe that the impetus 
which impelled her composers upon new paths of 
progress came largely from external sources. It is 
curious to note how large a share foreigners have 
had in building up the fabric of French Opera. LuUi, 
Gluck, and Cherubini in turn devoted their genius 
to its service. They were followed by Spontini 
(1774-1851), who, in spite of chauvinistic prejudice, 
became, on the production of " La Vestale " in 1807 
the most popular composer of the day. Spontini's 
training was Neapolitan, but his first visit to Paris 
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showed him that there was no place upon the 
French stage for the trivialities which still delighted 
Italian audiences. He devoted himself to careful 
study, and his one-act opera " Milton/' the first-fruits 
of his musicianship, showed a remarkable advance 
upon his youthful efforts. Spontini professed an 
adoration for Mozart which bordered upon idolatry, 
but his music shows rather the influence of Gluck. 
He is the last of what may be called the classical 
school of operatic composers, and he shows little 
trace of the romanticism which was beginning to 
lay its hand upon music. He was accused during 
his lifetime of overloading his operas with orches- 
tration, and with writing music which it was impos- 
sible to sing — accusations which sound strangely 
familiar to our ears. His scores would not sound 
very elaborate nowadays, nor do his melodies 
appear unusually tortuous or exacting, but he in- 
sisted upon violent contrasts from his singers as 
well as from his orchestra, and the great length of 
his operas, a point in which he anticipated Meyer- 
beer and Wagner, probably reduced to exhaustion 
the artists who were trained on Gluck and Mozart. 
" La Vestale " was followed in 1 809 by " Fernand 
Cortez," and in 18 19 by "Olympie," both of 
which were extremely successful, the latter in a 
revised form which was produced at Berlin 
in 1 82 1. Spontini's operas are now no longer 
performed, but the influence which his music 
exercised upon natures so diverse as Wagner and 
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Meyerbeer makes his name important in the history 
of Opera, 

Although Paris was the nursery of all that was 
best in Opera at this period, to Germany belongs 
the credit of producing the one work dating from 
the beginning of this century which deserves to 
rank with the masterpieces of the previous genera- 
tion — Beethoven's " Fidelio." Beethoven's one 
contribution to the lyric stage was written in 1804 
and 1805, and was produced at Vienna in the latter 
year, during the French occupation. The libretto is 
a translation from the French, and the story had 
already formed the basis of more than one opera ; 
indeed, it was a performance of Paer's " Eleonora " 
which originally led Beethoven to think of writing 
his work. Simple as it is, the plot has true nobility 
of design, and the purity of its motive contrasts 
favourably with the tendency of the vast majority 
of lyric dramas. Florestan, a Spanish nobleman, 
has fallen into the power of his bitterest enemy, 
Pizarro, the governor of a state prison near 
Madrid. There the unfortunate Florestan is con- 
fined in a loathsome dungeon without light or air, 
dependent upon the mercy of Pizarro for the merest 
crust of bread. Leonore, the unhappy prisoner's wife, 
has discovered his place of confinement, and, in the 
hope of rescuing him, disguises herself in male attire 
and hires herself as servant to Rocco, the head 
gaoler, under the name of Fidelio. In this condition 
she has to endure the advances of Marcelline, the 
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daughter of Rocco, who neglects her lover Jaquino 
for the sake of the attractive new-comer. Before 
Leonore has had time to mature her plans, news 
comes to the prison of the approaching visit of 
the Minister Ferdinand on a tour of inspection. 
Pizarro's only chance of escaping the detection of 
his crime is to put an end to Florestan's existence, 
and he orders Rocco to dig a grave in the prisoner's 
cell. Leonore obtains leave to help the gaoler in 
his task, and together they descend to the dungeon, 
where the unfortunate Florestan is lying in a half 
inanimate condition. When their task is finished 
Pizarro himself comes down, and is on the point of 
stabbing Florestan, when Leonore throws herself 
between him and his victim, a pistol in her hand, 
and threatens the assassin with instant death if he 
advance a step. At that moment a flourish of 
trumpets announces the arrival of Ferdinand. 
Pizarro is forced to hurry off to receive his guest, 
and the husband and wife rush into each other's 
arms. The closing scene shows the discomfiture 
and disgrace of Pizarro, and the restoration of 
Florestan to his lost honours and dignity. 

The form of " Fidelio," like that of " Die Zauber- 
flote," is that of the Singspiel. In the earlier and 
lighter portions of the work the construction of the 
drama does not differ materially from that of the 
generality of Singspiele, but in the more tragic scenes 
the spoken dialogue is employed with novel and extra- 
ordinary force. So far from suggesting any feeling 
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of anti- climax, the sudden relapse into agitated 
speech often gives an effect more thrilling than any 
music could command. At two points in the drama 
this is especially remarkable — firstly, in the Prison 
Quartet after the flourish of trumpets, when Jaquino 
comes in breathless haste to announce the arrival 
of the Minister ; and secondly, in the brief dialogue 
between the husband and wife which separates the 
Quartet from the following Duet. Leonore's famous 
words "Nichts, nichts, mein Florestan," in particular, 
if spoken with a proper sense of their exquisite truth 
and beauty, sum up the passionate devotion of the 
true-hearted wife, and her overflowing happiness at 
the realisation of her tenderest hopes, in a manner 
which for genuine pathos can scarcely be paralleled 
upon the operatic stage. 

It is hardly necessary to point out to the student 
of Opera the steady influence which Mozart's music 
exercised upon Beethoven's imagination. Yet al- 
though Beethoven had learnt much from the com- 
poser of "Don Giovanni," there is a great deal in 
"Fidelio" which can be traced to no source but 
the individual inspiration of the musician himself. 
The main difference between the styles of the 
two composers originally sprang, no doubt, from the 
differing personalities of two radically distinct men. 
Mozart was a man naturally gifted with an instinct 
for the stage, and by the judicious exercise of his 
peculiar talent he was able to express with infinite 
truth the varying passions of his characters without 
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disturbing the structure of the musical form which 
he had inherited from his predecessors, Beeth- 
oven's talent was essentially symphonic rather than 
dramatic, and magnificent as the music of " Fidelio " 
is, it is impossible to avoid feeling that throughout 
the score the composer is forcing his talent into an 
unfamiliar channel not without effort. This effort 
is especially noticeable in the construction of his 
concerted pieces, in which the development of the 
musical idea is often arrested in order to give special 
prominence to a single word or phrase. This 
point is an important one, since it forms the 
foundation of the modern school of composers, 
who insist that musical form is of no importance 
if compared with the urgency of giving every word 
in the drama its proper declamatory significance. 
Those who argue from this premise naturally 
regard " Fidelio " as an advance upon " Don Gio- 
vanni," in form at any rate, while the others look 
upon it as the first step towards decadence. 

" Fidelio," as has already been said, is the only 
opera produced in Germany at this period which 
is deserving of special mention. Mozart's success 
had raised up a crowd of imitators, of whom the 
most meritorious were Siissmayer, his own pupil ; 
Winter, who had the audacity to write a sequel to 
"Die Zauberflote"; Weigl, the composer of the 
popular " Schweizerfamilie;" the Abbd Vogler, who, 
though now known chiefly by his organ music, was 
a prolific writer for the stage ; and Dittersdorf, a 
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writer of genuine humour, whose spirited Singspiel, 
** Doktor und Apotheker/' carried on the traditions 
of Hiller successfully. But though the lighter 
school of Opera in Germany produced nothing of 
importance, upon the more congenial soil of France 
Op^ra Comique, in the hands of a school of earnest 
and gifted composers, was acquiring a musical 
distinction which it was far from possessing in 
the days of Gretry and Monsigny. Strictly speaking, 
the operas of M6hul and Chenibini should be 
ranked as opfras cotfiiques^ by reason of the spoken 
dialogue which takes the place of recitative ; 
but the noble seriousness which continually ani- 
mates the music of these masters makes it im- 
possible to class their works with operas so different 
in aim and execution as those of Gretry. Of the 
many writers of Op^ra Comique at the beginning 
of this century, it will be enough to mention two 
of the most prominent, Nicolo and Boieldieu. 
Nicolo Isouard (1777-1818), to give him his full 
name, shone less by musical science or dramatic 
instinct than by a delicate and pathetic grace which 
endeared his music to the hearts of his contem- 
poraries. He had little originality, and his facility 
often descends to commonplace, but much of the 
music in "Joconde" and "Cendrillon" lives by 
grace of its inimitable tenderness and charm. 
Nicolo is the Greuze of music. Boieldieu (1775- 
1834) stands upon a very different plane. Although 
he worked within restricted limits, his originality 
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and resource place him among the great masters 
of French music. His earlier works are, for the 
most, light and delicate trifles; but in "Jean de 
Paris" (1812) and "La Dame Blanche" (1825), to 
name only two of his many successful works, he 
shows real solidity of style and no little command 
of musical resource, combined with the delicate 
melody and pathetic grace which rarely deserted 
him. The tenderness and charm of " La Dame 
Blanche" have sufficed to keep it alive until the 
present day, although it has never, in spite of the 
Scotch origin of the libretto y won in this country a 
tithe of the popularity which it enjoys in France. 
The story is a combination of incidents taken from 
Scott's " Monastery " and " Guy Mannering." The 
Laird of Avenel, who was obliged to fly from Scot- 
land after the battle of Culloden, entrusted his 
estates to his steward Gaveston. Many years having 
passed without tidings of the absentee, Gaveston 
determines to put the castle and lands up for 
sale. He has sedulously fostered a tradition which 
is current among the villagers, that the castle is 
haunted by a White Lady, hoping by this means 
to deter any of the neighbouring farmers from 
competing with him for the estate. The day before 
the sale takes place, Dickson, one of the farmers, 
is summoned to the castle by Anna, an orphan girl 
who had been befriended by the Laird. Dickson is 
too superstitious to venture, but his place is taken 
by George Brown, a young soldier, who arrived at 
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the village that day. George has an interview 
with the White Lady, who is of course Anna in 
disguise. She recognises George as the man 
whose life she saved after a battle, and knowing 
him to be the rightful heir of Avenel, promises to 
help him in recovering his property. She has 
discovered that treasure is concealed in a statue 
of the White Lady, and with this she empowers 
George to buy back his ancestral lands and castle. 
Gaveston is outbidden at the sale, and George 
weds Anna. Boieldieu's music has much melodic 
beauty, though its tenderness is apt to degenerate into 
sentimentality. In its original form the opera would 
nowadays be unbearably tiresome, and only a 
judicious shortening of the interminable duets and 
trios can make them tolerable to a modern audience. 
In spite of much that is conventional and old- 
fashioned, the alternate vigour and grace of "La 
Dame Blanche" and the genuine musical interest 
of the score make it the most favourable specimen 
of this period of French Op6ra Comique. It is the 
last offspring of the older school. After Boieldieu's 
time the influence of Rossini became paramount, 
and Op6ra Comique, unable to resist a spell so 
formidable, began to lose its distinctively national 
characteristics. 



CHAPTER VI 
WEBER AND THE ROMANTIC SCHOOL 

WBBBR — SPOHR — MARSCHNBR — KREUTZER — LORTZING—NICOLAI — 
FLOTOW— MENDELSSOHN— SCHUBERT— SCHUMANN. 

Although, for the sake of convenience, it is cus- 
tomary to speak of Weber as the founder of the 
Romantic school in music, it must not be imagined 
that the new school sprang into being at the pro- 
duction of " Der Freischiitz." For many years the 
subtle influence of the Romantic school in literature 
— the circle which gathered round Tieck, Fichte and 
the Schlegels — ^had been felt in music. We have 
seen how the voluptuous delights of Armida's garden 
affected even the stately muse of Gluck ; and in the 
generation which succeeded him, though Opera still 
followed classic lines of form, in subject and treat- 
ment it was tinged with the prismatic colours of 
romance, M^hul's curious experiments in orchestra- 
tion, and the solemn splendour of Mozart's Egyptian 
mysteries, alike show the influence of the Romantic 
spirit as surely as the weirdest piece of diablerie 
ever devised by Weber or his followers. Yet 
though intimations of the approaching change had 
for long been perceptible to the discerning eye, it 

9« 
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was not until the days of Weber that the classical 
forms and methods which had ruled the world of 
Opera since the days of Gluck gave way before the 
newer and more vivid passion of Romance. Even 
then it must not be forgotten that the Romantic 
school differed from the Classic more in view of 
life and treatment of subject than in actual sub- 
ject itself. The word Romance conjures up weird 
visions of the supernatural or glowing pictures of 
chivalry ; but although it is true that Weber and his 
followers loved best to treat of such themes as these, 
they had by no means been excluded from the 
repertory of their classical predecessors. The super- 
natural terrors of "Der Freischiitz" cannot make 
us forget the terrific finale to "Don Giovanni," 
nor can the most glowing picture from "Eury- 
anthe" erase memories of Rinaldo and the Cru- 
saders in "Armide." The rise of the Romantic 
school was in no sense a revolution. There was 
no question, as in Gluck's day, of music written in 
obedience to a carefully formulated theory, and 
designed to sweep away the existing conditions of 
art. The Romantic school was an offshoot of the 
Classical, the development of which was hastened by 
the influence of contemporary literature and politics, 
and moulded by the splendid talents of the apostle 
of the school. The genius of Weber (1786-1826) 
was a curious compound of two differing types. 
In essence it was thoroughly German — sane in 
inspiration, and drawing its strength from the 
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homely old Volkslieder, so dear to every true 
German heart. Yet over this solid foundation 
there soared an imagination surely more delicate 
and ethereal than has ever been allotted to mortal 
musician before or since, by the aid of which Weber 
was enabled to treat all subjects beneath heaven 
with equal success. He is equally at home in the 
eerie horrors of the Wolfs Glen, in the moonlit 
revels of Oberon, and in the knightly pomp and 
circumstance of the Provencal court. 

Weber's early years were a continual struggle 
against defeat and disappointment. His musical 
education was somewhat superficial, and his first 
works, " Sylvana " and " Peter Schmoll," gave little 
promise of his later glory. " Abu Hassan," a one- 
act comic opera, which was produced in 181 1, at 
Munich, was his first real success. Slight as the 
story is, it is by no means unamusing, and the 
music, which is a piece of the daintiest filagree- 
work imaginable, has helped to keep the little work 
alive to the present day. Such plot as there is 
describes the shifts of Hassan and Fatima, his wife, 
to avoid paying their creditors, who are unduly 
pressing in their demands. Finally they both 
pretend to be dead, and by this means excite the 
regret of their master and mistress, the Sultan and 
Sultana, a regret which takes the practical form 
of releasing them from their embarrassments. 

In "Der Freischiitz" Weber was at last in his 
true element. The plot of the opera is founded 
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upon an old forest legend of a demon who per- 
suades huntsmen to sell their souls in exchange for 
magic bullets which never miss their mark. Caspar, 
who is a ranger in the service of Prince Ottokar 
of Bohemia, has sold himself to the demon Samiel. 
The day is approaching when his soul will become 
forfeit to the powers of evil, unless he can bring a 
fresh victim in his place. He looks around him 
for a possible substitute, and his choice falls upon 
Max, another ranger, who has been unlucky in 
the preliminary contest for the post of chief hunts- 
man, and is only too ready to listen to Caspar's 
promise of unerring bullets. Max loves Agatha, 
the daughter of Kuno, the retiring huntsman, and 
unless he can secure the vacant post, he has little 
hope of being able to marry her. He agrees 
eagerly to Caspar's proposal, and promises to meet 
him at midnight in the haunted Wolf's Glen, there 
to go through the ceremony of casting the magic 
bullets. Meanwhile Agathe is oppressed by fore- 
bodings of coming evil. The fall of an old picture 
seems to her a presage of woe, and her lively 
cousin Aennchen can do little to console her. 
The appearance of Max, on his way to the Wolf's 
Glen, cheers her but little. He too has been 
troubled by strange visions, and as the moment 
of the rendezvous approaches his courage begins 
to fail. Nevertheless he betakes himself to the 
Glen, and there, amidst scenes of the wildest super- 
natural horror, the bullets are cast in the presence 
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of the terrible Samiel himself. Six of them are for 
Max, to be used by him in the approaching con- 
test, while the seventh will be at the disposal of the 
demon. In the third act Agathe is discovered pre- 
paring for her wedding. She has dreamed that, in 
the shape of a dove, she was shot by Max, and she 
cannot shake off a sense of approaching trouble. 
Her melancholy is not dissipated by the discovery 
that, instead of a bridal crown, a funeral wreath has 
been prepared for her ; however, to console herself, 
she determines to wear a wreath of sacred roses, 
which had been given her by the hermit of the 
forest. The last scene shows the shooting contest 
on which the future of Max and Agathe depends. 
Max makes six shots in succession, all of which 
hit the mark. At last, at the Prince's command, he 
fires at a dove which is flying past. Agathe falls 
with a shriek, but is protected by her wreath, while 
Samiel directs the bullet to Caspar's heart. At the 
sight of his associate's fate Max is stricken with 
remorse, and tells the story of his unholy compact. 
The Prince is about to banish him from his service, 
when the hermit appears and intercedes for the 
unfortunate youth. The Prince is mollified, and it 
is decided that Max shall have a year's probation, 
after which he shall be permitted to take the post 
of chief huntsman and marry Agathe. 

" Der Freischiitz " is, upon the whole, the most 
thoroughly characteristic of Weber's works. The 
famous passage for the horns, with which the 
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Overture opens, strikes the note of mystery and 
romance which echoes through the work. The 
Overture itself is a notable example of that new 
beauty which Weber infused into the time-honoured 
form. If he was not actually the first — for Beethoven 
had already written his " Leonore " Overtures — to 
make the Overture a picture in brief of the incidents 
of the opera, he developed the idea with so much 
picturesque power and imagination that the preludes 
to his operas remain the envy and despair of modern 
theatrical composers. The inspiration of "Der 
Freischiitz *' is drawn so directly from the German 
Volkslied, that at its production Weber was roundly 
accused of plagiarism by many critics. Time has 
shown the folly of such charges. " Der Freischiitz " 
is German to the core, and every page of it bears the 
impress of German inspiration, but the glamour of 
Weber's genius transmuted the rough material he 
employed into a fabric of the richest art Of the 
imaginative power of such scenes as the famous 
Incantation it is unnecessary to speak. It intro- 
duced a new element into music, and one which 
was destined to have an almost immeasurable in- 
fluence upon modern music. Weber's power of 
characterization was remarkable, as shown particu- 
larly in the music assigned to Agathe and Aennchen, 
but in this respect he was certainly inferior to some 
of his predecessors, notably to Mozart But in 
imaginative power and in the minute knowledge 
of orchestral detail, which enabled him to translate 
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his conceptions into music, he has never been 
surpassed among writers for the stage. Modern 
Opera, if we may speak in general terms, may 
be said to date from the production of "Der 
Freischiitz." 

Operatic composers are too often dogged by a fate 
which seems to compel them to wed their noblest 
inspirations to libretti of incorrigible dulness, and 
Weber was even more unfortunate in this re- 
spect than his brethren of the craft. After "Der 
Freischiitz," the libretti which he took in hand were 
of the most unworthy description, and even his 
genius has not been able to give them immortality. 
" Euryanthe " was the work of Helmine von Chezy, 
the authoress of " Rosamunde, " for which Schubert 
wrote his entrancing incidental music. Weber was 
probably attracted by the romantic elements of the 
story, the chivalry of mediaeval France, the marches 
and processions, the pomp and glitter of the court, 
and overlooked the weak points of the plot. To tell 
the truth, much of the libretto of " Euryanthe " borders 
upon the incomprehensible. The main outline of 
the story is as follows. At a festival given by the 
King of France, Count Adolar praises the beauty 
and virtue of his betrothed Euryanthe, and Lysiart, 
who also loves her, offers to wager all he possesses 
that he will contrive to gain her love. Adolar 
accepts the challenge, and Lysiart departs for 
Nevers, where Euryanthe is living. The second 
act discovers Euryanthe and Eglantine, an out- 
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cast damsel whom she has befriended. Eglantine 
secretly loves Adolar, but extracts a promise from 
Lysiart, who has arrived at Nevers, that he will marry 
her. In return for this she gives him a ring belong- 
ing to Euryanthe, which she has stolen, and tells him 
a secret relating to a mysterious Emma, a sister of 
Adolar, which Euryanthe has incautiously revealed 
to her. Armed with these Lysiart returns to the 
court, and quickly persuades Adolar and the King 
that he has won Euryanthe's affection. No one 
listens to her denials ; she is condemned to death, 
and Adolar's lands and titles are given to Lysiart 
Euryanthe is led into the desert to be killed by 
Adolar. On the way he is attacked by a serpent, 
which he kills, though not before Euryanthe has 
proved her devotion by offering to die in her lover's 
place. Adolar then leaves Euryanthe to perish, de- 
claring that he has not the heart to kill her. She is 
found in a dying condition by the King, whom she 
speedily convinces of her innocence. Meanwhile 
Adolar has returned to Nevers, to encounter the bridal 
procession of Eglantine and Lysiart. Eglantine 
confesses that she helped to ruin Euryanthe in the 
hope of winning Adolar, and is promptly stabbed by 
Lysiart. Everything being satisfactorily cleared up, 
Euryanthe conveniently awakes from a trance into 
which she had fallen, and the lovers are finally 
united. Puerile as the libretto is, it inspired Weber 
with some of the finest music he ever wrote. The 
spectacular portions of the opera are animated by 



WEBER AND ROMANTIC SCHOOL 99 

the true spirit of chivalry, while all that is connected 
with the incomprehensible Emma and her secret is 
unspeakably eerie. The characters of the drama 
are such veritable puppets, that no expenditure of 
talent could make them interesting ; but the remark- 
able resemblance between the general scheme of 
the plot of " Euryanthe " and that of " Lohengrin " 
should not be passed over, nor the remarkable way 
in which Weber has anticipated some of Wagner's 
most brilliant triumphs, notably in the characters of 
Eglantine and Lysiart, who often seem curiously to 
foreshadow Ortrud and Telramund. 

Weber's last opera, " Oberon," is one of the few 
works written in recent times by a foreign composer 
of the first rank for the English stage. The libretto^ 
which was the work of Planch6, is founded upon 
an old French romance, " Huon of Bordeaux," and 
though by no means a model of lucidity, it contains 
many scenes both powerful and picturesque, which 
must have captivated the imagination of a musician 
so impressionable as Weber, The opera opens in 
Fairyland, where a bevy of fairies is watching the 
slumbers of Oberon. The Fairy King has quarrelled 
with Titania, and has vowed never to be reconciled 
to her until he shall find two lovers constant to each 
other through trial and temptation. Puck, who has 
been despatched to search for such a pair, enters 
with the news that Sir Huon of Bordeaux, who had 
accidentally slain the son of Charlemagne, has been 
commanded, in expiation of his crime, to journey to 
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Bagdad, to claim the Caliph's daughter as his bride, 
and slay the man who sits at his right hand. Oberon 
forthwith throws Huon into a deep sleep, and in a 
vision shows him Rezia, the daughter of the Caliph, 
of whom the ardent knight instantly becomes ena- 
moured. He then conveys him to the banks of 
the Tigris, and giving him a magic horn, starts him 
upon his dangerous enterprise. In the Caliph's 
palace Huon fights with Babekan, Rezia's suitor, 
rescues the maiden, and with the aid of the magic 
horn carries her off from the palace, while his esquire 
Sherasmin performs the same kind office for Fatima, 
Rezia's attendant. On their way home they en- 
counter a terrific storm, raised by the power of 
Oberon to try their constancy. They are ship- 
wrecked, and Rezia is carried off by pirates to 
Tunis, while Huon is left for dead upon the beach. 
At Tunis more troubles are in store for the hapless 
pair, Huon, who has been transported by the 
fairies across the sea, finds his way into the house 
of the Emir, where Rezia is in slavery. There he is 
unlucky enough to win the favour of Roshana, the 
Emir's wife, and before he can escape from her 
embraces he is discovered by the Emir himself, and 
condemned to be burned alive. Rezia proclaims 
herself his wife, and is also condemned to the stake : 
but at this crisis Oberon intervenes. The lovers 
have been tried enough, and their constancy is re- 
warded. They are transported to the court of 
Charlemagne, where a royal welcome awaits them. 
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Although written for r E^ngland, " Oberon " has 
never achieved much popttlarfty Jn this, or indeed 
in any country. The fairy % injiaic is exquisite 
throughout, but the human interej^t .of the story 
is after all slight, and Weber, on whom thje, hand 
of death was heavy as he wrote the sc6r'e>/faiied 
to infuse much individuality into his characters.: 
"Oberon " was his last work, and he died in London -' 
soon after it was produced. During the last few 
years of his life he had been engaged in a desultory 
way upon the composition of a comic opera, " Die 
drei Pintos," founded upon a Spanish subject. He 
left this in an unfinished state, but some time after 
his death it was found that the manuscript sketches 
and notes for the work were on a scale sufficiently 
elaborate to give a proper idea of what the com- 
poser's intentions with regard to the work really 
were. The work of arrangement was entrusted to 
Herr G. Mahler, and under his auspices " Die drei 
Pintos" was actually produced, though with little 
success. 

At the present time the only opera of Weber 
which can truthfully be said to belong to the current 
repertory is " Der Freischiitz," and even this is rarely 
performed out of Germany. The small amount 
of favour which " Euryanthe" and "Oberon " enjoy 
is due, as has been already pointed out, chiefly to 
the weakness of their librettiy yet it seems strange 
that the man to whom the whole tendency of 
modern Opera is due should hold so small a place 
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in our affections. The -changes which Weber and 
his followers effected). tilough less drastic, were in 
their results fully itf important as those of Gluck. 
In the orchestra as well as on the stage he intro- 
duced a new spirit, a new point of view. What 
modern - t^usic owes to him may be summed up 

-in a "word. Without Weber, Wagner would have 

• teen impossible. 

Louis Spohr (1784-1859) is now almost forgotten 
as an operatic composer, but at one time his popu- 
larity was only second to that of Weber. Many 
competent critics have constantly affirmed that a 
day will come when Spohr's operas, now neglected, 
will return to favour once more ; but years pass, 
and there seems no sign of a revival of interest in 
his work. Yet he has a certain importance in the 
history of Opera ; for, so far as chronology is con- 
cerned, he ought perhaps to be termed the founder 
of the Romantic school rather than Weber, since 
his "Faust" was produced in 1818, and "Der 
Freischiitz" did not appear until 1821. But the 
question seems to turn not so much upon whether 
Spohr or Weber were first in the field, as whether 
Spohr is actually a Romantic composer at all. If 
the subjects which he treated were all that need 
be taken into account, the matter could easily 
be decided. No composer ever dealt more freely 
in the supernatural than Spohr. His operas are 
peopled with elves, ghosts, and goblins. Ruined 
castles, midnight assassins, and distressed damsels 
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greet us on every page. But if we go somewhat 
deeper, we find that the real qualities of Romanti- 
cism are strangely absent from his music. His form 
differs little from that of his classical predecessors, 
and his orchestration is curiously arid and unsug- 
gestive ; in a word, the breath of imagination rarely 
animates his pages. Yet the workmanship of his 
operas is so admirable, and his vein of melody is so 
delicate and refined, that it is difficult to help think- 
ing that Spohr has been unjustly neglected. His 
"Faust," which has nothing to do with Goethe's 
drama, was popular in England fifty years ago ; and 
" Jessonda," which contains the best of his music, is 
still occasionally performed in Germany. The rest 
of his works, with the exception of a few scattered 
airs, such as " Rose softly blooming," from " Zemire 
und Azor," seem to be completely forgotten. 

Heinrich Marschner (1796-1861), though not a 
pupil of Weber, was strongly influenced by his 
music, and carried on the traditions of the Romantic 
school worthily and well. He was a man of vivid 
imagination, and revelled in uncanny legends of 
the supernatural. His works are performed with 
tolerable frequency in Germany, and still please by 
reason of their inexhaustible flow of melody and 
their brilliant and elaborate orchestration. " Hans 
Heiling," his masterpiece, is founded upon a sombre 
old legend of the Erzgebirge. The King of the 
Gnomes has seen and loved a Saxon maiden, 
Anna by name, and to win her heart he leaves his 
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palace in the bowels of the earth and masquerades 
as a village schoolmaster under the name of Hans 
Heiling. Anna is flattered by his attentions, and 
promises to be his wife ; but she soon tires of her 
gloomy lover, and ends by openly admitting her 
preference for the hunter Conrad. Her resolution 
to break with Hans is confirmed by an apparition 
of the Queen of the Gnomes, Hans Heiling's mother, 
surrounded by her attendant sprites, who warns her 
under fearful penalties to forswear the love of an 
immortal. Hans Heiling is furious at the perfidy of 
Anna, and vows terrible vengeance upon her and 
Conrad, which he is about to put into execution 
with the aid of his gnomes. At the last moment, 
however, his mother appears, and persuades him to 
relinquish all hopes of earthly love and to return 
with her to their subterranean home. There is 
much in this strange story which suggests the 
legend of the Flying Dutchman, and, bearing in 
mind the admiration which in his early days 
Wagner felt for the works of Marschner, it is 
interesting to trace in " Hans Heiling " the source 
of much that is familiar to us in the score of 
"Der Fliegende Hollander." Of Marschner's other 
operas, the most familiar are "Templer und Jiidin," 
founded upon Sir Walter Scott's " Ivanhoe," a fine 
work, suffering from a confused and disconnected 
libretto ; and " Der Vampyr," a tale of unmitigated 
gloom and horror. 

Weber and Marschner show the German Roman- 
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tic school at its best ; for the lesser men, such as 
Hoffmann and Lindpaintner, did little but reproduce 
the salient features of their predecessors more or 
less faithfully. The Romantic school is principally 
associated with the sombre dramas, in which the 
taste of that time delighted ; but there was another 
side to the movement which must not be neglected. 
The Singspiel, established by Hiller and perfected 
by Mozart, had languished during the early years 
of the century, or rather had fallen into the hands of 
composers who were entirely unable to do justice 
to its possibilities. The romantic movement touched 
it into new life, and a school arose which contrived 
by dint of graceful melody and ingenious orches- 
tral device to invest with real musical interest the 
simple stories in which the German middle-class 
delight. The most successful of these composers 
were Kreutzer and Lortzing. 

Conradin Kreutzer (1782-1849) was a prolific 
composer, but the only one of his operas which 
can honestly be said to have survived to our times 
is "Das Nachtlager von Granada." This tells the 
tale of an adventure which befell the Prince Regent 
of Spain. While hunting in the mountains he falls 
in with Gabriela, a pretty peasant maiden who is in 
deep distress. She confides to him that her affairs 
of the heart have gone awry. Her lover, Gomez 
the shepherd, is too poor to marry, and her father 
wishes her to accept the Croesus of the village, a 
man whom she detests. The handsome huntsman 
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— for such she supposes him to be — promises to 
intercede for her with his patron the Prince, and 
when her friends and relations, a band of arrant 
smugglers and thieves, appear, he tries to buy their 
consent to her union with Gomez by means of a 
gold chain which he happens to be wearing. The 
sight of so much wealth arouses the cupidity of the 
knaves, and they at once brew a plot to murder the 
huntsman in his sleep. Luckily Gabriela overhears 
their scheming, and puts the Prince upon his guard. 
The assassins find him prepared for their assault, 
and ready to defend himself to the last drop of 
blood. Fortunately matters do not come to a 
climax. A body of the Prince's attendants arrive 
in time to prevent any bloodshed, and the opera 
ends with the discomfiture of the villains and 
the happy settlement of Gabriela's love affairs. 
Kreutzer's music is for the most part slight, and 
occasionally borders upon the trivial, but several 
scenes are treated in the true romantic spirit, 
and some of the concerted pieces are admirably 
written. Lortzing (1803-1852) was a more gifted 
musician than Kreutzer, and several of his operas 
are still exceedingly popular in Germany. The 
scene of " Czar und Zimmermann," which is fairly 
well known in England as " Peter the Shipwright," is 
laid at Saardam, where Peter the Great is working 
in a shipyard under the name of MichaelhofF. There 
is another Russian employed in the same yard, a 
deserter named Peter IvanhofI, and the very slight 
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incidents upon which the action of the opera hinges 
arise from the mistakes of a blundering burgomaster 
who confuses the identity of the two men. The 
music is exceedingly bright and tuneful, and much 
of it is capitally written. Scarcely less popular in 
Germany than " Czar und Zimmermann " is " Der 
Wildschiitz " (The Poacher), a bustling comedy of 
intrigue and disguise, which owes its name to the 
mistake of a foolish old village schoolmaster, who 
fancies that he has shot a stag in the baronial pre- 
serves. The chief incidents in the piece arise from 
the humours of a vivacious baroness, who disguises 
herself as a servant in order to make the acquaint- 
ance of her fiandj unknown to him. The music 
of " Der Wildschiitz " is no less bright and unpre- 
tentious than that of "Czar und Zimmermann"; in 
fact, these two works may be taken as good speci- 
mens of Lortzing's engaging talent. His strongest 
points are a clever knack of treating the voices 
contrapuntally in concerted pieces, and a humorous 
trick of orchestration, two features with which 
English audiences have become pleasantly familiar 
in Sir Arthur Sullivan's operettas, which works 
indeed owe not a little to the influence of Lortzing 
and Kreutzer. 

Inferior even to the slightest of the minor 
composers of the Romantic school was Flotow, 
whose "Martha" nevertheless has survived to our 
time, while hundreds of works far superior in every 
way have perished irretrievably. Flotow (1812- 



io8 THE OPERA 

1883) was a German by birth, but his music is merely 
a feeble imitation of the popular Italianisms of the 
day. " Martha " tells the story of a freakish English 
lady who, with her maid, disguises herself as a servant 
and goes to the hiring fare at Richmond. There 
they fall in with an honest farmer of the neighbour- 
hood named Plunket, and his friend Lionel, who 
promptly engage them. The two couples soon fall 
in love with each other, but various hindrances 
arise which serve to prolong the story into four 
weary acts. Flotow had a certain gift of melody, 
and the music of " Martha " has the merit of a rather 
trivial tunefulness, but the score is absolutely devoid 
of any real musical interest, and the fact that per- 
formances of such a work as "Martha" are still 
possible in London gives an unfortunate impression 
of the standard of musical taste prevailing in Eng- 
land. Otto Nicolai (1810-1849) began by imitat- 
ing Italian music, but in " Die lustigen Weiber von 
Windsor," a capital adaptation of Shakespeare's 
" Merry Wives of Windsor," which was only 
produced a few months before his death, he 
returned to the type of comic opera which was 
popular at that time in Germany. He was 
an excellent musician, and the captivating melody 
of this genial little work is supplemented by 
excellent concerted writing and thoroughly sound 
orchestration. 

To this period belong the operas written by three 
composers who in other branches of music have 
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won immortality, although their dramatic works 
have failed to win lasting favour. 

Mendelssohn's (1809-1847) boyish opera ''Die 
Hochzeit des Camacho " is too inexperienced a work 
to need more than a passing word, and his Liederspiel 
"Heimkehr aus der Fremde" is little more than a 
collection of songs ; but the fincde to his unfinished 
" Lorelei " shows that he possessed genuine dramatic 
power, and it must be a matter for regret that his 
difficulties in fixing on a libretto prevented his giving 
anything to the permanent repertory of the stage. 

Schubert (1797-1828) wrote many works for the 
stage — romantic operas like "Fierrabras" and 
" Alfonso und Estrella," operettas like " Der hausliche 
Krieg," and farces like " Die Zwillingsbriider." Most 
of them were saddled by inane librettiy and though 
occasionally revived by enthusiastic admirers of the 
composer, only prove that Schubert's talent was 
essentially not dramatic, however interesting his 
music may be to musicians. 

Schumann's (1810-1856) one contribution to the 
history of Opera, "Genoveva," is decidedly more 
important, and indeed it seems possible that after 
many years of neglect it may at last take a place in 
the modern repertory. It is founded upon a tragedy 
by Hebbel, and tells of the passion of Golo for 
Genoveva, the wife of his patron Siegfried, his plot to 
compromise her, and the final triumph of the constant 
wife. The music cannot be said to be undramatic ; 
on the contrary, Schumann often realises the situa- 
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tions with considerable success; but he had little 
power of characterization, and all the characters sing 
very much the same kind of music. This gives a 
feeling of monotony to the score, which is hardly 
dispelled even by the many beauties with which it is 
adorned. Nevertheless "Genoveva" has been re- 
vived in several German towns of late years, and its 
music has always met with much applause from con- 
noisseurs, though it is never likely to be generally 
popular. 



CHAPTER VII 
ROSSINI, DONIZETTI, AND BELLINI 

While Weber was reconstructing Opera in Germany 
and laying the foundations upon which the vast 
structure of modern lyrical drama was afterwards 
reared by the composers of our own day, reforms, or 
at any rate innovations, were being introduced into 
Italian Opera by a musician scarcely less gifted even 
than the founder of the Romantic school himself. 
Rossini (1792-1868) owed but little of his fame to 
instruction or study. As soon as he had been 
assured by his master that he knew enough of the 
grammar of music to write an opera, he relinquished 
his studies once for all, and started life as a com- 
poser. In this perhaps he showed his wisdom, 
for his natural gifts were of such a nature as could 
scarcely have been enhanced by erudition, and the 
mission which he so amply fulfilled in freeing his 
national art from eighteenth-century convention 
was certainly not one which depended upon a pro- 
found knowledge of counterpoint. Nature had 
fortunately endowed him with precisely the equip- 
ment necessary for the man who was to reform 
Italian Openu The school of Paisiello, notwith- 

ixs 
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standing its many merits, had several grievous 
weaknesses, of which the most prominent were 
uniformity of melodic type, nerveless and con- 
ventional orchestration, and intolerable prolixity. 
Rossini brought to his task a vein of melody as 
inexhaustible in inspiration as it was novel in form, 
a natural instinct for instrumental colour, and a 
firm conviction that brevity was the soul of wit. 
He leapt into fame with "Tancredi," which was 
produced in 1813, and established his reputation as 
a composer of Opera Seria. In Opera Buff a, a field 
in which his talents shone even more brilliantly, his 
earliest success was made with " Ultaliana in Algeri " 
(1813), which was followed in 1815 by the world- 
famous " Barbiere di Siviglia." This was originally 
produced in Rome under the name of " Almaviva," 
and, strangely enough, proved an emphatic failure. 
For this, however, the music was scarcely responsible. 
The people of Rome were at that time devotees of 
the music of Paisiello, and resented the impertin- 
ence of the upstart Rossini in venturing to borrow a 
subject which had already been treated by the older 
master. " II Barbiere" soon recovered from the shock 
of its unfriendly reception, and is now one of the very 
few of Rossini's works which have survived to the 
present day. The story is bright and amusing and the 
music brilliant and exhilarating, but it is to be feared 
that the real explanation of the continued success of 
the little opera lies in the opportunity which it offers 
to the prima donna of introducing her favourite 
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cheval de bataille in the Lesson scene. The scene 
of the opera is laid at Seville. Count Almaviva has 
fallen in love with Rosina, a fascinating damsel, whose 
guardian, Bartolo, keeps her under lock and key, in 
the hope of persuading her to marry himself. Figaro, 
a ubiquitous barber, who is in everybody's confi- 
dence, takes the Count under his protection, and con- 
trives to smuggle him into the house in the disguise 
of a drunken soldier. Unfortunately this scheme is 
frustrated by the arrival of the guard, who arrest the 
refractory hero and carry him off to gaol. In the 
second act the Count succeeds in getting into the 
house as a music-master, but in order to gain the 
suspicious Bartolo's confidence he has to show him 
one of Rosina's letters to himself, pretending that 
it was given him by a mistress of Almaviva. Bartolo 
is delighted with the news of the Count's infidelity, 
and hastens to tell the scandal to Rosina, whose 
jealousy and disappointment nearly bring Almaviva's 
deep-laid schemes to destruction. Happily he finds 
an opportunity of persuading her of his constancy 
while her guardian's back is turned, and induces her 
to elope before Bartolo has discovered the fraud 
practised upon him. The music is a delightful 
example of Rossini in his gayest and merriest mood. 
It sparkles with wit and fancy, and is happily free 
from those concessions to the vanity or idiosyncrasy 
of individual singers which do so much to render 
his music tedious to modern ears. Of Rossini's 

lighter works, "II Barbiere*' is certainly the most 

H 
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popular, though, musically speaking, it is perhaps 
not superior to " La Gazza Ladra," which, however, 
is saddled with an idiotic libretto. None of his tragic 
operas except " Guillaume Tell," which belongs to 
a later period, have retained their hold upon the 
affections of the public. Nevertheless there is so 
much excellent music in the best of them, that 
it would not be strange if the course of time 
should bring them once more into favour, provided 
always that singers are forthcoming capable of 
singing the elaborate fioriture with which they 
abound. Perhaps the finest of the serious operas of 
Rossini's Italian period is " Semiramide," a work 
which is especially interesting as a proof of the 
strong influence which Mozart exercised upon him. 
The plot is a Babylonian version of the story of 
Agamemnon, telling of the vengeance taken by 
Arsaces, the son of Ninus and Semiramis, upon his 
guilty mother, who, with the help of her paramour 
Assur, had slain her husband. Much of the music 
is exceedingly powerful, notably that which accom- 
panies the apparition of the ghost of Ninus (although 
this is evidently inspired by "Don Giovanni"), and 
the passionate scene in which the conscience- 
stricken Assur pours forth his soul in tempest. 
More thoroughly Italian in type is " Mos6 in Egitto," 
a curious though eflfective version of the Biblical 
story, which is still occasionally performed as an 
oratorio in this country, a proceeding which natu- 
rally gives little idea of its real merits. In 1833 ^^ 
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was actually given under the proper conditions, as a 
sacred opera, strengthened by a generous infusion 
of Handel's " Israel in Egypt," under the direction 
of Mr. Rophino Lacy. It would be an idle task 
to give even the names of Rossini's many operas. 
Suffice it to say that between 1810 and 1828 he 
produced upwards of forty distinct works. In 1829 
came his last and greatest work, " Guillaume Tell," 
which was written for the Grand Opdra in Paris. 
The libretto was the work of many hands, and 
Rossini's own share in it was not a small one. It 
follows Schiller with tolerable closeness. In the first 
act Tell saves the life of Leuthold, who is being 
pursued by Gessler's soldiers ; and Melchthal, the 
patriarch of the village, is put to death on a charge of 
insubordination. His son Arnold loves Matilda, the 
sister of Gessler, and hesitates between love and duty. 
Finally, however, he joins Tell, who assembles the 
men of the three forest cantons, and binds them with 
an oath to exterminate their oppressors or perish 
in the attempt. In the third act comes the famous 
archery scene. Tell refuses to bow to Gessler's hat, 
and is condemned to shoot the apple from his son's 
head. This he successfully accomplishes, but the 
presence of a second arrow in his quiver arouses 
Gessler's suspicions. Tell confesses that had he 
killed his son the second arrow would have de- 
spatched the tyrant, and is at once thrown into 
prison. In the last act we find Arnold raising a band 
of followers and himself accomplishing the rescue 
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of Tell ; Gessler is slain, and Matilda is united to 
her lover. 

" Guillaume Tell " is not only indisputably Rossini's 
finest work, but it also gives convincing proof of the 
plasticity of the composer's genius. Accustomed as 
he had been for many years to turning out Italian 
operas by the score — graceful trifles enough, but too 
often flimsy and conventional — it says much for the 
character of the man that, when the occasion arrived, 
he could attack such a subject as that of Tell 
with the proper seriousness and reserve. He took 
what was best in the style and tradition of French 
Opera and welded it to the thoroughly Italian fabric 
with which he was familiar. He put aside the ex- 
cessive ornamentation with which his earlier works 
had been overladen, and treated the voices with a 
simplicity and dignity thoroughly in keeping with 
the subject. The choral and instrumental parts 
of the opera are particularly important ; the latter 
especially have a colour and variety which may be 
considered to have had a large share in forming the 
taste for delicate orchestral effects for which modem 
French composers are famous. "Guillaume Tell" 
was to have been the first of a series of five operas 
written for the Academic Royale de Musique by spe- 
cial arrangement with the government of Charles X. 
The Revolution of 1830 put an end to this scheme, 
and a few years later, finding himself displaced 
by Meyerbeer in the affections of the fickle P^si^ 
sian public, Rossini made up his mind 
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no more for the stage. He lived for nearly forty 
years after the production of " Guillaume Tell/' but 
preferred a life of ease and leisure to entering the 
lists once more as a candidate for fame. What the 
world lost by this decision, it is difficult to say ; but 
if we remember the extraordinary development which 
took place in the style and methods of Wagner and 
Verdi, we cannot think without regret of the com- 
poser of "Guillaume Tell" making up his mind 
while still a young man to abandon the stage for 
ever. Nevertheless, although much of his music 
soon became old-fashioned, Rossini's work was not 
unimportant. The invention of the Cabaletta, or 
quick movement, following the Cavatina, or slow 
movement, must be ascribed to him, an innovation 
which has affected the form of Opera, German and 
French as well as Italian, throughout this century. 
Even more important was the change which he 
introduced into the manner of singing fioriture or 
florid music. Before his day singers had been 
accustomed to introduce cadenze of their own, to 
a great extent when they liked. Rossini insisted 
upon their singing nothing but what was set down 
for them. Naturally he was compelled to write 
cadenze for them as elaborate and effective as those 
which they had been in the habit of improvising, 
so that much of his Italian music sounds empty 
and meaningless to our ears. But he introduced 
the thin edge of the wedge, and although even to 
the days of Jenny Lind singers were occasionally 
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permitted to interpolate cadenze of their own, the old 
tradition that an opera was merely an opportunity 
for the display of individual vanity was doomed. 

The music of Donizetti (i 798-1 848) is now paying 
the price of a long career of popularity by enduring 
a season of neglect. His tragic operas, which were 
the delight of opera-goers in the fifties and sixties, 
sound cold and thin to modern ears. There is far 
more genuine hfe in his lighter works, many of 
which still delight us by their unaffected tunefulness 
and vivacity. Donizetti had little musical education, 
and his spirit rebelled so strongly against the rules 
of counterpoint that he preferred to go into the 
army rather than devote himself to church music. 
His first opera, "Enrico di Borgogna," was pro- 
duced in 1818, and for the next five-and-twenty 
years he worked assiduously, producing in all no 
less than sixty-five operas. 

"Lucia di Lammermoor" (1835), which was for 
many years one of the most popular works in the 
Covent Garden repertory, has now come down to the 
level of a mere prima donna*s opera, to be revived 
once or twice a year in order to give a popular singer 
an opportunity for vocal display. Yet there are 
passages in it of considerable dramatic power, and 
many of the melodies are fresh and expressive. 
The plot is founded upon " The Bride of Lammer- 
moor," but it is Scott's tragic romance seen through 
very Italian spectacles indeed. Henry Ashton has 
promised the hand of his sister Lucy to Lord 
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Arthur Bucklaw, hoping by means of this marriage 
to recruit the fallen fortunes of his house. Lucy 
loves Edgar Ravenswood, the hereditary foe of her 
family, and vows to be true to him while he is 
away on an embassy in France. During his absence 
Ashton contrives to intercept Ravenswood's letters 
to his sister, and finally produces a forged paper, 
which Lucy accepts as the proof of her lover's 
infidelity. She yields to the pressure of her brother's 
entreaties, and consents to marry Lord Arthur. No 
sooner has she set her name to the contract 
than the door opens and Edgar appears. Con- 
fronted with the proof of Lucy's inconstancy, he 
curses the house of Lammermoor and rushes away. 
Ashton follows him, and, after a stormy interview, 
challenges him to mortal combat. Meanwhile, on 
her bridal night Lucy has lost her reason and in her 
frenzy stabbed her unfortunate bridegroom. On 
coming once more to her senses, she puts an end 
to her own life; while Edgar, on hearing of the 
tragedy, betakes himself to the tombs of his 
ancestors and there commits suicide. Much of the 
music suffers from the conventionality to which 
Donizetti was a slave, notably the ridiculous mad 
scene, a delightfully suave melody ending with an 
elaborate cadenza divided between the voice and 
flute; but there are passages of real power, such 
as the fine sextet in the contract scene, and the 
gloomy air in which the hero calls on the spirits of 
his forefathers. 
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Less sombre than " Lucia," and infinitely more 
tuneful, is " Lucrezia Borgia," once a prime favourite 
at Covent Garden, but now rarely heard. Lucrezia 
Borgia, the wife of Alfonso of Ferrara, has recognised 
Gennaro, a young Venetian, as an illegitimate child 
of her own, and watches over him with tender 
interest, though she will not disclose the real rela- 
tion in which they stand to one another. Gennaro, 
taunted by his friends with being a victim of 
Lucrezia's fascinations, publicly insults her, and is 
thereupon condemned to death by the Duke, who 
is glad of the opportunity of taking vengeance upon 
the man whom he believes to be his wife's para- 
mour. Gennaro is poisoned in the presence of 
his mother, who, however, directly the Duke's back 
is turned, gives him an antidote which restores 
him to health. In the last act Lucrezia takes com- 
prehensive vengeance upon the friends of Gennaro, 
whose taunts still rankle in her bosom, by poisoning 
all the wine at a supper party. Unfortunately Gen- 
naro happens to be present, and as this time he 
refuses to take an antidote, even though Lucrezia 
reveals herself as his mother, he expires in her 
arms. 

There is little attempt at dramatic significance 
in the music of " Lucrezia Borgia," but the score 
bubbles over with delicious and wholly inappropriate 
nioKHlics. Occasionally, ;is in the final scene, there 
is a tv)uch of pathos, and sometimes some rather 
ortVctivc concerted music ; but, for the most part, 
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Donizetti was content to write his charming tunes, 
and leave all expression to the singers. The orches- 
tration of his Italian operas is primitive in the ex- 
treme, and amply justifies Wagner's taunt about the 
" big guitar." In works written for foreign theatres 
Donizetti took more pains, and" La Favorite," pro- 
duced in Paris in 1840, is in many ways the 
strongest of his tragic works. The story is more than 
usually repulsive. Fernando, a novice at the con- 
vent of St. James of Compostella, is about to take 
monastic vows, when he catches sight of a fair 
penitent, and bids farewell to the Church in order 
to follow her to Court. She turns out to be 
Leonora, the mistress of the King, for whose beatix 
yetix he is prepared to repudiate the Queen and 
brave all the terrors of Rome. Fernando finds 
Leonora ready to reciprocate his passion, and by 
her means he obtains a commission in the army. 
He returns covered with glory, and is rewarded by 
the King, who has discovered his connection with 
Leonora, with the hand of his cast-off mistress. 
After the marriage ceremony is over, Fernando 
hears for the first time of Leonora's past. He flies 
to the convent for consolation, followed by his 
unfortunate wife, who dies in his arms after she 
has obtained forgiveness. "La Favorite" is more 
carefully written than was Donizetti's wont, and 
some of the concerted music is really dramatic. 
There is a tradition that the last act, which was 
an afterthought, was written in an incredibly short 
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space of time, but it is significant that the beautiful 
romanza "Spirto gentil," to which the act and 
indeed the whole opera owes most of its popularity, 
was transferred from an earlier and unperformed 
work, " Le Due d'Albe." It would be waste of time 
to describe the plots of any other serious works by 
this composer. Many of them, such as "Betly," 
"Linda di Chamonix," and "Anna Bolena," were 
successful when produced ; but Donizetti aimed 
merely at satisfying the prevailing taste of the day, 
and when a new generation sprang up with different 
sympathies from that which had preceded it, the 
operas which had seemed the most secure of popu- 
larity were soon consigned to oblivion. It is a sig- 
nificant fact that Donizetti's lighter works have stood 
the test of time more successfully than his more 
serious efforts. Though the grandiose airs and sham 
tragedy of " Lucia " have long since ceased to impress 
us, we can still take pleasure in the unaffected gaiety 
of " La Fille du Regiment " and " Don Pasquale." 
These and many similar works were written currente 
calamOy and though their intrinsic musical interest 
is of course very slight, they are totally free from 
the ponderous affectations of the composer's serious 
operas. Here we see Donizetti at his best, because 
here he writes according to the natural dictates of 
his imagination, not in accordance with the foolish 
or depraved taste of fashionable connoisseurs. 

The scene of " La Fille du Regiment " is laid in 
the Tyrol, where Tonio, a peasant, has had the good 
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fortune to save the life of Marie, the vivandi^re of 
a French regiment. Many years before the opening 
of the story, Marie had been found upon the battle- 
field by Sergeant Sulpice, and adopted by the regi- 
ment whose name she bears. The regiment, as a 
body, has the right of disposing of her hand in 
marriage, and when Tonio presses his claim, which 
is not disallowed by the heroine, it is decided that 
he shall be allowed to marry her if he will consent 
to join the regiment. Everything goes well, when 
a local grandee in the shape of the Marchioness 
Berkenfeld suddenly appears, identifies Marie as 
her niece by means of a letter which was found 
upon her by the Sergeant, and carries her off to her 
castle hard by, leaving the unfortunate Tonio to 
the bitterest reflections. In the second act Marie 
is at the castle of Berkenfeld, though by no means 
at ease in her unaccustomed surroundings. Her 
efforts to imbibe the principles of etiquette are 
pleasantly interrupted by the unexpected arrival 
of the regiment, with Tonio now as Colonel at its 
head. But even his promotion will not soften the 
Marchioness's heart. She discloses the fact that she 
is in reality Marie's mother, and adjures her by her 
filial respect to give up the thought of her low-bom 
lover. Marie consents in an agony of grief. The 
lovers part with many tears, and at the psycho- 
logical moment the Marchioness relents, and all 
ends happily. 

Even slighter in scope is "Don Pasquale," a 
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brilliant trifle, written for the Theatre des Italiens 
in Paris, and there sung for the first time in 1843, 
by Grisi; Mario, Tamburini, and Lablache. The 
story turns upon a trick played by Ernesto and 
Norina, two young lovers, upon the uncle and 
guardian of the former, Don Pasquale. Ernesto 
will not marry to please his uncle, so the old 
gentleman determines to marry himself. Norina 
is introduced to Don Pasquale as his sister by a 
certain Dr. Malatesta, a friend of Ernesto, and the 
amorous old gentleman at once succumbs to her 
charms. No sooner is the marriage contract signed 
than Norina, acting upon her instructions, launches 
forth upon a career of unexampled shrewishness, 
extravagance, and flirtation. Her poor old lover is 
distracted by her wild vagaries, and in the end is 
only too thankful to hand her over bag and baggage 
to his nephew, who generously consents to relieve 
his uncle of his unlucky bargain. 

The music of "L'Elisir d'Amore" is not inferior 
to that of " Don Pasquale " in sparkle and brilliancy, 
but the plot is tame and childish compared to the 
bustle and intrigue of the latter work. It turns 
upon a sham love potion sold by a travelling quack 
to Nemorino, a country lout who is in love with 
Adina, the local beauty. Adina is divided between 
the attractions of Nemorino and those of the 
Sergeant Belcore, who is quartered in the village. 
In order to get money to pay for the potion 
Nemorino joins the army, and this proof of his 
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devotion has so convincing an eflfect upon the 
affections of Adina that she discards the soldier 
and bestows her hand upon Nemorino. To this 
silly plot is allied some of the most delightful 
music Donizetti ever wrote. Fresh, graceful, and 
occasionally tender, it forms the happiest contrast 
to the grandiose nonsense which the composer was 
in the habit of turning out to suit the vitiated taste 
of the day, and is a convincing proof that if he had 
been permitted to exercise his talent in a congenial 
sphere, Donizetti would be entitled to rank with the 
most successful followers of Cimarosa and Paisiello, 
instead of being degraded to the rank of a mere 
purveyor to the manufacturers of barrel-organs. 

Different as was the talent of Bellini (1802-1835) 
from that of Donizetti, his fate has been the same. 
After holding the ear of Europe for many years, he 
has fallen at the present time completely into the 
background, and outside the frontiers of Italy his 
works are rarely heard. Bellini had no preten- 
sions to dramatic power. His genius was purely 
elegiac in tone, and he relied entirely for the effect 
which he intended to produce upon the luscious 
beauty of his melodies, into which, it must be ad- 
mitted, the great singers of his time contrived to 
infuse a surprising amount of dramatic force. 

Foolish as is the story of " La Sonnambula," it 
is well suited to Bellini's idyllic style, and it is 
perhaps the happiest example of his naif charm. 
Amina, a rustic damsel, betrothed to Elvino, is a 
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confirmed somnambulist, and her nocturnal pere- 
grinations have given the village in which she dwells 
the reputation of being haunted by a spectre. One 
night; Amina, while walking in her sleep, enters the 
chamber in the inn where Rodolfo, the young lord 
of the village, happens to be located. There she 
is discovered by Lisa, the landlady, to the scandal 
of the neighbourhood and the shame of her lover 
Elvino, who casts her from him and at once makes 
over his affections to the landlady. Amina's sorrow 
and despair make her more restless than ever, and 
the following night she is seen walking out of a 
window of the mill in which she lives, and crossing 
the stream by a frail bridge which totters beneath 
her weight. Providence guards her steps, and she 
reaches solid earth in safety, where Elvino is waiting 
to receive her, fully convinced of her innocence. 
Bellini's music is quite the reverse of dramatic, but 
the melodies throughout "La Sonnambula" are 
graceful and tender, and in the closing scene he 
rises to real pathos. 

In " Norma " Bellini had the advantage of treating 
a libretto of great power and beauty, the work of 
the poet Romani, a tragedy which, both in senti- 
ment and diction, contrasts very strongly with the 
ungrammatical balderdash which composers are so 
often called upon to set to music. Norma, the high 
priestess of the Druids, forgetting her faith and the 
traditions of her race, has secretly wedded PoUio, 
a Roman general, and borne him two children. 
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In spite of the sacrifices which she has made for his 
sake, he proves faithless, and seduces Adalgisa, one 
of the virgins of the temple, who has consented to 
abandon her people and her country and fly with 
him to Rome. Before leaving her home, Adalgisa, 
ignorant of the connection between Norma and 
Pollio, reveals her secret to the priestess, and begs 
for absolution from her vows. At the news of her 
husband's faithlessness Norma's fury breaks forth, 
and her indignation is equalled by that of Adalgisa, 
who is furious at finding herself the mere plaything 
of a profligate. Pollio, maddened by passion, en- 
deavours to tear Adalgisa from the altar of the 
temple, but is checked by Norma, who strikes the 
sacred shield and calls the Druids to arms. Pollio, 
now a prisoner, is brought before her for judgment, 
and she gives him a last choice, to renounce Adalgisa 
or to die. He refuses to give up his love, whereupon 
Norma, in a passion of self-sacrifice, tears the sacred 
wreath from her own brow and declares herself the 
guilty one. Pollio is touched by her magnanimity, 
and together they ascend the funeral pyre, in its 
flames to be cleansed from earthly sin. 

It would be too much to assert that Bellini has 
risen to the level of this noble subject, but parts 
of his score have a fervour and a dignity which 
might scarcely have been expected from the com- 
poser of " La Sonnambula." We may smile now 
at the trio between Pollio and his two victims, in 
which the extremes of fury and indignation are 
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expressed by a lilting tune in 9-8 time, but it is 
impossible to deny the truth and beauty of Norma's 
farewell to her children, and in several other scenes 
there are unexpected evidences of real feeling, if 
not of the power to express it. It is important to 
remember, in discussing the works of Bellini and 
the other composers of his school, that in their day 
the art of singing was cultivated to a far higher pitch 
of perfection than is now the case. Consequently 
the composer felt that he had done his duty if, even 
in situations of the most tragic import, he provided 
his executant with a broad, even melody. Into this 
the consummate art of the singer could infuse every 
gradation of feeling. The composer presented a 
blank canvas, upon which the artist painted the 
required picture. 

Unlike that of " Norma," the libretto of " I Puritani," 
Bellini's last opera, is a dull and confused affair. 
The scene is laid in England, apparently at the time 
of the Civil War, but the history and chronology 
throughout are of the x'aguest description. Queen 
Henrietta Maria is imprisoned in the fortress of 
Plymouth, under the guardianship of Lord Walton, 
the Parliamentary leader, whose daughter Elvira 
loves Lord Arthur Talbot, a young Ca\'alier. Elvira's 
tears and entreaties have so far softened her stern 
parent that Arthur is to be admitted into the castle 
in order that the nuptials may be celebrated. He 
takes advantage of the situation to effect the escape 
of the Queen, disguising her in Elvira's bridal veil. 
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When his treachery is discovered Arthur is at once 
proscribed, and Elvira, believing him to be faithless, 
loses her reason. Later in the opera Arthur con- 
trives to meet Elvira and explain his conduct satis- 
factorily, but their interview is cut short by a party of 
Puritans, who arrest him. He is condemned to be 
shot on the spot, but, before the sentence can be 
carried out, a messenger arrives with the news of 
the king's defeat and the pardon of Arthur. Elvira, 
whose insanity has throughout been of an eminently 
harmless description, at once recovers her reason, 
and everything ends happily. 

"I Puritani" is in some respects Bellini's best 
work. Foolish as the libretto is, the bitterest oppo- 
nent of Italian cantilena could scarcely refuse to 
acknowledge the pathetic beauty of many of the 
songs. It is a matter for regret, as well as for 
some surprise, that Bellini's works should now be 
entirely banished from the Covent Garden repertory, 
while so many inferior operas are still retained. In 
an age of fustian and balderdash, Bellini stood apart, 
a tender and pathetic figure, with no pretensions 
to science, but gifted with a stream of melody as 
copious, unaffected, and sincere as has ever fallen 
to the lot of a composer for the stage. 

The other Italian writers of this period may be 
briefly dismissed, since they did little but reproduce 
the salient features of their more famous con- 
temporaries in a diluted form. Mercadante (1797- 
1870) lived to an advanced age, and wrote many 
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operas, comic and serious, of which the most 
successful was " II Giuramento," a gloomy story of 
love and revenge, treated with a certain power of 
the conventional order, and a good deal of facile 
melody. Pacini (i 796-1 867) is principally known by 
his " Saff o," an imitation of Rossini, which achieved 
a great success. Vaccai (i 790-1 848) also imitated 
Rossini, but his " Giulietta e Romeo " has intrinsic 
merits, which are not to be despised. 

After the days of Rossini, Opera Buffa fell upon 
evil days. Although the most famous musicians of 
the day did not disdain occasionally to follow in the 
footsteps of Cimarosa, for the most part the task of 
purveying light operas for the smaller theatres of 
Italy fell into the hands of second and third rate 
composers. Donizetti, as we have seen, enriched 
the repertory of Opera Bu£Fa with several master- 
pieces of tender and delicate humour, but few of 
the lighter works of his contemporaries deserve 
permanent record. 

Thebrothers Ricci,Luigi(i8o5-i859),and Federico 
( 1 809-1 877), >\Tote many operas, both singly and in 
collaboration, but "Crispino e la Comare" is the 
only one of their works which won anything like a 
European reputation. The story is a happy com- 
bination of farce and//m>. Crispino, a half-starved 
cobbler, is about to throw himself into a well, when 
La Comare, a fairy, rises from it and bids him desist. 
She gives him a purse of gold, and orders him to set 
up as a doctor, telling him that when he goes to visit 
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a patient he must look to see whether she is stand- 
ing by the bedside. If she is not there, the sick 
man will recover. Crispino follows her directions, 
and speedily becomes famous, but success turns his 
head, and he is only brought back to his senses by a 
strange dream, in which the fairy takes him down to 
a subterranean cavern where the lamp of each man's 
life is burning, and he sees his own on the point 
of expiring. After this uncomfortable vision he is 
thankful to find himself still in the bosom of his 
family, and the opera ends with his vows of 
amendment. The music is brilliant and sparkling, 
and altogether the little opera is one of the best 
specimens of Opera Buffa produced in Italy after 
the time of Rossini. The other men who devoted 
themselves to Opera Buffa during this period may 
be briefly dismissed. Carlo Pedrotti (181 7-1 893), 
whose comic opera "Tutti in Maschera," after a 
brilliant career in Italy, was successfully produced 
in Paris, and Antonio Cagnoni (i 828-1 896), were 
perhaps the best of them. A version of the latter's 
"Papa Martin" was performed in London in 1875, 
under the name of " The Porter of Havre." 



CHAPTER VIII 
MEYERBEER AND FRENCH OPERA 

HAROLD — MEYERBEER— BERUOZ—HAL£vY—AUBER 

The Romantic movement was essentially German 
in its origin, but its influence was not bounded by 
the Rhine. As early as 1824 Weber's " Freischiitz" 
was performed in Paris, followed a few years later 
by " Oberon " and " Euryanthe." French musicians, 
always susceptible to external influences, could not 
but acknowledge the fascination of the Romantic 
school, and the works of Harold (1791-1833) 
show how powerfully the new leaven had acted. 
But Weber was not the only foreigner at this time 
who helped to shape the destiny of French music. 
The spell of Rossini was too potent for the plastic 
Gauls to resist, and to his influence may be traced 
the most salient features of the school of Op^ra 
Comique which is best represented by Auber. 
Harold, though divided between the camps of 
Germany and Italy, had individuality enough to 
write music which was independent of either. Yet 
it is significant that his last two works — the only two, 
in fact, which have survived — represent with singu- 
lar completeness the two influences which affected 

13a 
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French music most potently during his day. "Zampa" 
has been called a French " Don Giovanni," but the 
music owes far more to Weber than to Mozart, while 
the fantastic and absurd incidents of the plot have 
little of the supernatural terror of Mozart's libretto. 
Zampa is a famous pirate, who, after having dissi- 
pated his fortune and made Italy, generally speak- 
ing, too hot to hold him, has taken to the high seas 
in self-defence. In his early days he had seduced 
a girl named Alice Manf redi, who after his desertion 
found a home in the house of a Sicilian merchant 
named Lugano. There she died, and there Lugano 
caused a statue to be set up in her honour. When 
the story of the opera begins, Lugano is a prisoner 
in the hands of the redoubtable Zampa. The pirate 
himself comes to Sicily to obtain his prisoner's 
ransom, bringing directions to Lugano's daughter 
Camilla to pay him whatever he may ask. Zampa 
at once falls a victim to the beaux yeux of Camilla, 
and demands her hand as the price of her father's 
safety. Camilla loves Alfonso, a Sicilian officer, 
but is prepared to sacrifice herself to save her 
father. At the marriage feast, Zampa, recognising 
the statue of the betrayed Alice, jokingly puts his 
ring upon her finger, which immediately closes upon 
it. The opera ends by the statue claiming Zampa 
as her own, snatching him from the arms of Camilla, 
and descending with him into the abyss. 

It would be in vain to look in Harold's score for 
an echo of the passion and variety of Mozart, but 
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much of the mu^c of ** Zampa " is picturesque and 
effective. H^old's tunes sound very conventional 
after Weber, but there is a good deal of skill in 
the way they are presented. His orchestration is 
of course closely modelled on that of his German 
prototype, and if it is impossible to say much for 
his originality, we can at any rate admire his taste 
in choosing a modeL 

"Le Pr6 aux Clercs" is more popular at the 
present moment than "Zampa," though it is far 
inferior in musical interest If "Zampa" showed 
the influence of Weber, "Le Pr6 aux Clercs" is 
redolent of Rossini. The Overture, with its hollow 
ring of gaiety, strikes the note of Italianism which 
rings throughout the opera. The plot is full of 
intrigues and conspiracies, and is decidedly confus- 
ing. Mergy, a young Bernese gentleman, aspires to 
the hand of Isabelle, who is one of the Queen of 
Navarre's maids of honour. The Queen favours 
their love, but the King wishes Isabelle to marry 
Comminges, a favourite of his own. The young 
couple gain their point, and are married secretly 
in the chapel of the Pr^ aux Clercs, but only at 
the expense of as much plotting and as many 
disguises as would furnish the stock-in-trade of 
half-a-dozen detective romances. 

French music, as has often been pointed out, 
owes much to foreign influence, but very few of the 
strangers to whom the doors of Parisian opera- 
houses were opened left a deeper impression upon 
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the music of their adopted country than Meyerbeer 
(1791-1864). Giacomo Meyerbeer, to give him the 
name by which he is now best known, underwent 
the same influences as Harold. As a youth he was 
intimate with Weber, and his first visit to Italy 
introduced him to Rossini, whose brilliant style he 
imitated successfully in a series of Italian works 
which are now completely forgotten. From Italy 
Meyerbeer came to Paris, and there identified him- 
self with the French school so fully that he is now 
regarded with complete propriety as a French 
composer pure and simple. Meyerbeer's music is 
thoroughly eclectic in type. He was a careful 
student of contemporary music, and the various 
phases through which he passed during the diflferent 
stages of his career left their impress upon his style. 
It says much for the power of his individuality that 
he was able to weld such diflferent elements into 
something approaching an harmonious whole. Had 
he done more than he did, he would have been a 
genius ; as it is, he remains a man of exceptional 
talent, whose influence in the history of modern 
music is still important, though his own compo- 
sitions are now slightly superannuated. "Robert 
le Diable," the first work of his third or French 
period, was produced in 1831. The libretto ^ 
which, like those of all the composer's French operas, 
was by Eugene Scribe, is a strange tissue of absur- 
dities, though from the merely scenic point of view 
it may be thought fairly eflfective. Robert, Duke of 
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Normandy, the son of the Duchess Bertha by a fiend 
who donned the shape of man to prosecute his amour, 
arrives in Sicily to compete for the hand of the 
Princess Isabella, which is to be awarded as the prize 
at a magnificent tournament. Robert's daredevil 
gallantry and extravagance soon earn him the sob- 
riquet of " Le Diable," and he puts the coping-stone 
to his folly by gambling away all his possessions at 
a single sitting, even to his horse and the armour on 
his back. Robert has an Ante damnte in the shape 
of a knight named Bertram, to whose malign in- 
fluence most of his crimes and follies are due. 
Bertram is in reality his demon-father, whose every 
effort is directed to making a thorough-paced villain 
of his son, so that he may have the pleasure of 
enjoying his society for all eternity. In strong con- 
trast to the fiendish malevolence of Bertram stands 
the gentle figure of Alice, Robert's foster-sister, 
who has followed him from Normandy with a 
message from his dead mother. Isabella supplies 
Robert with a fresh horse and arms ; nevertheless 
he is beguiled away from Palermo by some trickery 
of Bertram's, and fails to put in an appearance at 
the tournament. Tlie only means, therefore, left to 
him of obtaining the hand of Isabella is to visit the 
tomb of his mother, and there to pluck a magic 
branch of cypress, which will enable him to defeat 
his rivals. The cypress grows in a deserted convent 
haunted by the spectres of profligate nuns, and 
tliere, amidst infernal orgies, Robert plucks the 
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branch of power. By its aid he sends the guards 
of the Princess into a deep sleep, and is only pre- 
vented by her passionate entreaties from carrying 
her off by force. Yielding to her prayers, he breaks 
the branch; and his magic power at once deserts 
him. He seeks sanctuary from his enemies in the 
cathedral; and there the last and fiercest strife for 
the possession of his soul is waged between the 
powers of good and evil. On the one hand is 
Bertram; whose term of power on earth expires at 
midnight. He has nowdiscovered himself as Robert's 
father, and produced an infernal compact of union 
which he entreats his son to sign. On the other 
is Alice, pleading and affectionate, bearing the last 
words of Robert's dead mother, warning him against 
the fiend who had seduced her. While Robert is 
hesitating between the two, midnight strikes, and 
Bertram sinks with thunder into the pit. The scene 
changes, and a glimpse is given of the interior of 
the cathedral, where the marriage of Robert and 
Isabella is being celebrated. 

" Robert le Diable " was an immense success when 
first produced. The glitter and tinsel of the story 
suited Meyerbeer's showy style, and besides, even 
when the merely trivial and conventional has been 
put aside, there remains a fair proportion of the 
score which has claims to dramatic power. The 
triumph of " Robert " militated against the success 
of " Les Huguenots " (1836), which was at first rather 
coldly received. Before long, however, it rivalled 
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the earlier work in popularity, and is now generally 
looked upon as Meyerbeer's masterpiece. The 
libretto certainly compares favourably with the 
fatuities of " Robert le Diable." 

Marguerite de Valois, the beautiful Queen of 
Navarre, who is anxious to reconcile the bitterly 
hostile parties of Catholics and Huguenots, per- 
suades the Comte de Saint Bris, a prominent 
Catholic, to allow his daughter Valentine to marry 
Raoul de Nangis, a young Huguenot noble. Valen- 
tine is already betrothed to the gallant and amorous 
Comte de Nevers, but she pays him a nocturnal 
visit in his own palace, and induces him to release 
her from her engagement. During her interview 
with Nevers she is perceived by Raoul, and re- 
cognised as a lady whom he lately rescued from 
insult and has loved passionately ever since. In 
his eyes there is only one possible construction 
to be put upon her presence in Nevers' palace, 
and he hastens to dismiss her from his mind. 
Immediately upon his decision comes a message 
from the Queen bidding him hasten to her palace 
in Touraine upon important affairs of state. When 
he arrives she unfolds her plan, and he, knowing 
Valentine only by sight, not by name, gladly consents. 
When, in the presence of the assembled nobles, he 
recognises in his destined bride the presumed mis- 
tress of Nevers, he casts her from him, and vows 
to prefer death to such intolerable disgrace. 

The scene of the next act is in the Pr6 aux Clercs, 
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in the outskirts of Paris. Valentine, who is to be 
married that night to Nevers, obtains leave to pass 
some hours in prayer in a chapel. While she is 
there she overhears the details of a plot devised by 
Saint Bris for the assassination of Raoul, in order 
to avenge the affront put upon himself and his 
daughter. Valentine contrives to warn Marcel, 
Raoul's old servant, of this, and he assembles his 
Huguenot comrades hard by, who rush in at the first 
cliquetis of steel and join the general miUe. The 
fight is interrupted by the entrance of the Queen. 
When she finds out who are the principal com- 
batants, she reproves them sharply, and en passant 
tells Raoul the real story of Valentine's visit to Nevers. 
The act ends with the marriage festivities, while 
Raoul is torn by an agony of love and remorse. 

In the next act Raoul contrives to gain admittance 
to Nevers' house, and there has an interview with 
Valentine. They are interrupted by the entrance of 
Saint Bris and his followers, whereupon Valentine 
conceals Raoul behind the arras. From his place 
of concealment he hears Saint Bris unfold the plan 
of the massacre of Saint Bartholomew, which is to 
be carried out that night. The conspirators swear 
a solemn oath to exterminate the Huguenots, and 
their daggers are consecrated by attendant priests. 
Nevers alone refuses to take part in the butchery. 
When they all have left, Raoul comes out of his 
hiding-place, and, in spite of the prayers and pro- 
testations of Valentine, leaps from the window at 
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the sound of the fatal tocsin, and hastens to join 
his friends. In the last act, which is rarely per- 
formed in England, Raoul first warns Henry of 
Navarre and the Huguenot nobles, assembled at the 
Hdtel de Sens, of the massacre, and then joins the 
miUe in the streets. Valentine has followed him, 
and after vainly endeavouring to make him don the 
white scarf which is worn that night by all Catholics, 
she throws in her lot with him, and dies in his arms, 
after they have been solemnly joined in wedlock by 
the wounded and dying Marcel. 

"Les Huguenots" shows Meyerbeer at his best 
Even Wagner, his bitterest enemy, admitted the 
dramatic power of the great duet in the fourth act, 
and several other scenes are scarcely inferior to it in 
sustained inspiration. The opera is marred as a 
whole by Meyerbeer's invincible self-consciousness. 
He seldom had the courage to give his genius full 
play. He never lost sight of his audience, and 
wrote what he thought would be effective rather 
than what he knew was right. Thus his finest 
moments are marred by lapses from sincerity into 
the commonplace conventionality of the day. Yet 
the dignity and power of "Les Huguenots" are 
undeniable, and it is unfortunate that its excessive 
length should prevent it from ever being heard in 
its entirety. 

In *'Le Prophete" Meyerbeer chose a subject 
which, if less rich in dramatic possibility than that of 
" Les Huguenots," has a far deeper psychological 
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interest. Unfortunately, Scribe, with all his clever- 
ness, was quite the worst man in the world to deal 
with the story of John of Leyden. In the libretto 
which he constructed for Meyerbeer's benefit the 
psychological interest is conspicuous only by its 
absence, and the character of the young leader of the 
Anabaptists is degraded to the level of the merest 
puppet. John, an innkeeper of Leyden, loves Bertha, 
a village maiden who dwells near Dordrecht. Un- 
fortunately, her liege lord, the Count of Oberthal, 
has designs upon the girl himself, and refuses his 
consent to the marriage. Bertha escapes from his 
clutches and flies to the protection of her lover, but 
Oberthal secures the person of Fidfes, John's old 
mother, and by threats of putting her to death 
compels him to give up Bertha. Wild with rage 
against the vice and lawlessness of the nobles, John 
joins the ranks of the Anabaptists, a revolutionary 
sect pledged to the destruction of the powers that be. 
Their leaders recognise him as a prophet promised 
by Heaven, and he is installed as their chief. The 
Anabaptists lay siege to Munster, which falls into 
their hands, and in the cathedral John is solenmly 
proclaimed the Son of God. During the ceremony 
he is recognised by Fid^s, who, believing him to 
have been slain by the false prophet, has followed 
the army to Munster in hopes of revenge. She 
rushes forward to claim her son, but John pretends 
not to know her. To admit an earthly relationship 
would be to prejudice his position with the populace, 
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and he compels her to confess that she is mistaken. 
The Coronation ends with John's triumph, while the 
hapless Fid^ is carried off to be inmiured in a 
dungeon. John visits her in her cell, and obtains 
her pardon by promising to renounce his deceitful 
splendour and to fly with her. Later he discovers 
that a plot against himself has been hatched by some 
of the Anabaptist leaders, and he destroys himself 
and them by blowing up the palace of Munster. 
Meyerbeer's music, fine as much of it is, suffers 
chiefly from the character of the libretto. The latter 
is merely a string of conventionally effective scenes, 
and the music could hardly fail to be disjointed and 
scrappy. Meyerbeer had little or no feeling for 
characterization, so that the opportunities for really 
dramatic effect which lay in the character of John 
of Leyden have been almost entirely neglected. 
Once only, in the famous cantique, " Roi du Ciel," 
did the composer catch an echo of the prophetic 
rapture which animated the youthful enthusiast. 
Meyerbeer's besetting sin, his constant search for 
the merely effective, is even more pronounced in 
"Le Prophete" than in "Les Huguenots." The 
Coronation scene has nothing of the large simplicity 
necessary for the proper manipulation of a mass of 
sound. The canvas is crowded with insignificant 
and confusing detail, and the general effect is 
finicking and invertebrate rather than solid and 
dignified. 

Meyerbeer was constantly at work upon his last 
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opera, " L'Africaine," from 1838 until 1864, and his 
death found him still engaged in retouching the 
score. It was produced in 1865. With a musician 
of Meyerbeer's known eclecticism, it might be sup- 
posed that a work of which the composition extended 
over so long a period would exhibit the strangest 
conglomeration of styles and influences. Curiously 
enough, "L'Africaine" is the most consistent of 
Meyerbeer's works. This is probably due to the 
fact that in it the personal element is throughout 
outweighed by the picturesque, but the exotic fas- 
cination of the story goes far to cover its defects. 

Vasco de Gama, the famous discoverer, is the 
betrothed lover of a maiden named Inez, the 
daughter of Don Diego, a Portuguese grandee. 
When the opera opens he is still at sea, and has 
not been heard of for years. Don Pedro, the 
President of the Council, takes advantage of his 
absence to press his own suit for the hand of 
Inez, and obtains the King's sanction to his marriage 
on the ground that Vasco must have been lost at 
sea. At this moment the long-lost hero returns, 
accompanied by two swarthy slaves, Selika and 
Nelusko, whom he has brought home from a distant 
isle in the Indian Ocean. He recounts the wonders 
of the place, and entreats the government to send 
out a pioneer expedition to win an empire across 
the sea. His suggestions are rejected, and he him- 
self, through the machinations of Don Pedro, is 
cast into prison. There he is tended by Selika, 
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who loves her gentle captor passionately, and has 
need of all her regal authority — for in the distant 
island she was a queen — to prevent the jealous 
Nelusko from slaying him in his sleep. Inez now 
comes to the prison to announce to Vasco that 
she has purchased his liberty at the price of giving 
her hand to Don Pedro. In the next act Don 
Pedro, who has stolen a march on Vasco, is on his 
way to the African island, taking with him Inez 
and Selika. The steering of the vessel is entrusted 
to Nelusko. Vasco de Gama, who has fitted out a 
vessel at his own expense, overtakes Don Pedro 
in mid-ocean, and generously warns his rival of the 
treachery of Nelusko, who is steering the vessel 
upon the rocks of his native shore. Don Pedro's 
only reply is to order Vasco to be tied to the mast 
and shot, but before the sentence can be carried 
out the vessel strikes upon the rocks, and the 
aborigines swarm over the sides. Selika, once more 
a queen, saves the lives of Vasco and Inez from the 
angry natives. In the next act the nuptials of 
Selika and Vasco are on the point of being cele- 
brated with great pomp, when the hero, who has 
throughout the opera wavered between the two 
women who love him, finally makes up his mind 
in favour of Inez. Selika thereupon magnanimously 
despatches them home in Vasco's ship, and poisons 
herself with the fragrance of the deadly manchi- 
neel tree. The characters of " L'Africaine " are the 
merest shadows, but the music, though less popular 
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as a rule than that of "Les Huguenots," or even 
" Le Prophfete," is undoubtedly Meyerbeer's finest 
effort. In his old age Meyerbeer seems to have 
looked back to the days of his Italian period, and 
thus, though occasionally conventional in form, the 
melodies of " L'Africaine " have a dignity and 
serenity which are rarely present in the scores of 
his French period. There is, too, a laudable absence 
of that ceaseless striving after effect which mars so 
much of Meyerbeer's best work. 

Besides the great works already discussed, Meyer- 
beer wrote two works for the Op^ra Comique, 
" L'lfetoile du Nord" and " Le Pardon de Ploermel." 
Meyerbeer was far too clever a man to undertake 
anything he could not carry through successfully, 
and in these operas he caught the trick of French 
Opdra Comique very happily. 

"L'lfetoile du Nord" deals with the fortunes of 

Peter the Great, who, when the opera opens, is 

working as a shipwright at a dockyard in Finland. 

He wins the heart of Catherine, a Cossack maiden, 

who has taken up her quarters there as a kind of 

vivandiire. Catherine is a girl of remarkable spirit, 

and after repulsing an incursion of Calmuck Tartars 

single-handed, goes off to the wars in the disguise 

of a recruit, in order to enable her brother to stay 

at home and marry Prascovia, the daughter of 

the innkeeper. The next act takes place in the 

Russian camp. Catherine, whose soldiering has 

turned out a great success, is told off to act as 

K 
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sentry outside the tent occupied by two distinguished 
officers who have just arrived. To her amazement 
she recognises them as Peter and his friend 
Danilowitz, a former pastry-cook, now raised by 
the Czar to the rank of General. Catherine's sur- 
prise and pleasure turn to indignation when she 
sees her lover consoling himself for her absence 
with the charms of a couple of pretty vivandiires, 
and when her senior ofi&cer reprimands her for 
eavesdropping, she bestows upon him a sound 
box on the ears. For this misdemeanour she is 
condemned to be shot, but she contrives to make 
her escape, first sending a letter to Peter blaming 
him for his inconstancy, and putting in his hand 
the details of a conspiracy against his person which 
she has been fortunate enough to discover. Peter's 
anguish at the loss of his loved one is accentuated 
by the nobility of her conduct. At first it is sup- 
posed that Catherine is dead, but by the exertions 
of Danilowitz she is at length discovered, though 
in a lamentable plight, for her troubles have cost 
her her reason. She is restored to sanity by the 
simple method of reconstructing the scene of the 
Finnish dockyard in which she first made Peter's 
acquaintance, and peopling it with the familiar 
forms of the workmen. Among the latter are 
Peter and Danilowitz, in their old dresses of 
labourer and pastry-cook, and, to crown all, two 
flutes are produced, upon which Peter and her 
brother play a tune known to her from childhood. 
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The last charm proves effectual, and all ends 
happily. 

The lighter parts of "L'^toile du Nord" are 
delightfully arch and vivacious, and much of the 
concerted music is gay and brilliant. The weak 
point of the opera is to be found in the tendency 
from which Meyerbeer was never safe, to drop into 
mere pretentiousness when he meant to be most 
impressive. In some of the choruses in the Camp 
scene there is a great pretence at elaboration, with 
very scanty results, and the closing scena^ which is 
foolish and wearisome, is an unfortunate concession 
to the vanity of the prima donna. But on the whole 
"L'lfetoile du Nord" is one of Meyerbeer's most 
attractive works, besides being an extraordinary 
example of his inexhaustible versatility. 

"Le Pardon de Ploermel," known in Italy and 
England as " Dinorah," shows Meyerbeer in a pas- 
toral and idyllic vein. The story is extremely silly 
in itself, and most of the incidents take place before 
the curtain rises. The Overture is a long piece of 
programme music, which is supposed to depict the 
bridal procession of Hoel and Dinorah, two Breton 
peasants, to the church where they are to be married. 
Suddenly a thunderstorm breaks over their heads 
and disperses the procession, while a flash of light- 
ning reduces Dinorah's homestead to ashes. Hoel, 
in despair at the ruin of his hopes, betakes himself 
to the village sorcerer, who promises to tell him the 
secret of the hidden treasure of the local gnomes or 
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Korriganes if he will undergo a year of trial in a 
remote part of the country. On hearing that Hoel 
has abandoned her Dinorah becomes insane, and 
spends her time in roving through the woods with 
her pet goat in search of her lover. The Overture 
is a picturesque piece of writing enough, though 
much of it would be entirely meaningless without 
its programme. When the opera opens, Hoel has 
returned from his probation in possession of the 
important secret. His first care is to find some one 
to do the dirty work of finding the treasure, for 
the oracle has declared that the first man who shall 
lay hands upon it will die. His choice falls upon 
Corentin, a country lout, whom he persuades to 
accompany him to the gorge where the treasure lies 
hidden. Corentin is not so stupid as he seems, and, 
suspecting something underhand, he persuades the 
mad Dinorah to go down into the ravine in his place. 
Dinorah consents, but while she is crossing a rustic 
bridge, preparatory to the descent, it is struck by 
lightning, and she tumbles into the abyss. She is 
saved by Hoel in some inexplicable way, and, still 
more inexplicably, regains her reason. The music 
is bright and tuneful, and the reaper's and hunter's 
songs (which are introduced for no apparent reason) 
are delightful ; but the libretto is so impossibly foolish 
that the opera has fallen into disrepute, although 
the brilliant music of the heroine should make it 
a favourite rdU with competent singers. 

Meyerbeer was extravagantly praised during his 
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lifetime ; he is now as bitterly decried. The truth 
seems to lie, as usual, between the two extremes. 
He was an unusually clever man, with a strong 
instinct for the theatre. He took immense pains 
with his operas, often rewriting the entire score; 
but his efforts were directed less towards ideal 
perfection than to what would be most effective, 
so that there is a hollowness and a superficiality 
about his best work which we cannot ignore, even 
while we admit the ingenuity of the means em- 
ployed. His influence upon modern Opera has 
been extensive. He was the real founder of the 
melodramatic Opera which is now so popular. 
Violent contrasts with him do duty for the subtle 
characterization of the older masters. His heroes 
rant and storm, and his heroines shriek and rave, 
but of real feeling, and even of real expression, there 
is little in his scores. 

The career of Hector Berlioz (1803-1869) was 
in striking contrast to that of Meyerbeer. While 
Meyerbeer was earning the plaudits of crowded 
theatres throughout the length and breadth of 
Europe, Berlioz sat alone, brooding over the vast 
conceptions to which it taxed even his gigantic genius 
to give musical shape. Even now the balance has 
scarcely been restored. Though Meyerbeer's popu- 
larity is on the wane, the operas of Berlioz are still 
known for the most part only to students. Before 
the Berlioz cycle at Carlsruhe in 1893, " La Prise 
de Troie " had never been performed on any stage. 
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and though the French master's symphonic works 
now enjoy considerable popularity, his dramatic 
works are still looked at askance by impresari. There 
is Ji reason for this other than the hardness of our 
liearts. Berlioz was essentially a symphonic writer. 
He had little patience with the conventions of the 
stage, and his attempts to blend the dramatic and 
symphonic elements, as in "Les Troyens," can 
scarcely be termed a success. Yet much may be 
p;irdoned for the sake of the noble music which 
lies enshrined in his works. " Benvenuto Cellini " 
and "Beatrice et Bte^dict," which were thought 
too advanced for the taste of their day, are now 
perhaps a trifle demode for our times. The first is 
a picturesque story of Rome in Carnival time. The 
interest centres in the founding of the sculptor's 
mighty Perseus, which wins him the hand of the fair 
Teresa. The Carnival scenes are gay and brilliant, 
but the form of the work belongs to a bygone age, 
and it is scarcely possible that a revival of it would 
meet with wide acceptance. " Beatrice et B^n&iict " 
is a graceful setting of Shakespeare's " Much Ado 
about Nothing," It is a work of the utmost delicacy 
and refinement. Though humour is not absent from 
the score, the prevailing impression is one of 
romantic charm, passing even to melancholy. Very 
different is the double drama " Les Troyens." Here 
Berlioz drew his inspiration directly from Gluck, 
and the result is a work of large simplicity and 
austere grandeur, which it is not too much to hope 
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will some day take its place in the world's repertory 
side by side with the masterpieces of Wagner. The 
first part, " La Prise de Troie," describes the manner 
in which the city of Priam fell into the hands of the 
Greeks. The drama is incarnated in the form of 
the sad virgin, Cassandra. In vain she warns her 
people of their doom. They persist in dragging 
up the Wooden Horse from the sea-beach, where 
it was left by the Greeks. The climax of the last 
act is terrific. iEneas, warned by the ghost of 
Hector of the approaching doom of Troy, escapes ; 
but the rest of the Trojans fall victims to the swords 
of the Greeks, in a scene of indescribable carnage 
and terror. Cassandra and the Trojan women, 
driven to take shelter in the temple of Cybele, slay 
themselves rather than fall into the hands of their 
captors. "La Prise de Troie" is perhaps epic 
rather than dramatic, but as a whole it leaves an 
impression of severe and spacious grandeur, which 
can only be paralleled in the finest inspirations 
of Gluck. In the second division of the work, 
" Les Troyens A Carthage," human interest is para- 
mount. Berlioz was an enthusiastic student of 
Virgil, and he follows the tragic tale of the iEneid 
closely. The appearance of i£neas at Carthage, 
the love of Dido, the summons of Mercury, iEneas' 
departure and the passion and death of Dido, are 
depicted in a series of scenes of such picturesque- 
ness and power, such languor and pathos, as 
surely cannot be matched outside the finest pages 
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of Wagner. A time will certainly come when this 
great work, informed throughout with a passionate 
yearning for the loftiest ideal of art, will receive the 
recognition which is its due. As yet it is known to but 
few, and to them imperfectly, since until it is pro- 
duced at one of the great theatres of the world, and 
sung by the greatest artists, it cannot be thought that 
full justice has been done to its manifold beauties. 

Unperformed as he was, Berlioz of course could 
not be expected to found a school ; but Meyerbeer's 
success soon raised him up a host of imitators. 
Hal^vy (1799-1862) drew his inspiration in part 
from Harold and Weber ; but " La Juive," the work 
by which he is best known, owes much to Meyerbeer, 
whose " Robert le Diable " had taken the world of 
music in Paris by storm a few years before the 
production of Haldvy's work. In turn Hal6vy re- 
acted upon Meyerbeer. Many passages in "Les 
Huguenots" reflect the sober dignity of " La Juive" ; 
indeed, it is too often forgotten that the production 
of Haldvy's opera preceded its more famous con- 
temporary by a full year. 

The scene of " La Juive " is laid in Constance, in 
the fifteenth century. Leopold, a Prince of the 
Empire, in the disguise of a young Israelite, has won 
the heart of Rachel, the daughter of the rich Jew 
Eleazar. When the latter discovers the true nation- 
ality of his prospective son-in-law he forbids him his 
house, but Rachel consents, like another Jessica, to 
fly with her lover. Later she discovers that Leopold 
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is a Prince, and betrothed to the Princess Eudoxia. 
Her jealousy breaks forth, and she accuses him of 
having seduced her — a crime which in those days 
was punishable by death. Rachel, Leopold, and 
Eleazar are all thrown into prison. There Rachel 
relents, and retracts her accusation. Leopold is 
accordingly released, but the Jew and his daughter 
are condemned to be immersed in a cauldron of 
boiling oil. There is rather a meaningless underplot 
which results in a confession made by Eleazar on 
the scaffold, that Rachel is not a Jewess at all, but 
the daughter of a Cardinal who has taken a friendly 
interest in her fortunes throughout the drama. 

Hal^v/s music is characterised by dignity and 
sobriety, but it rarely rises to passion. He re- 
presents to a certain extent a reaction towards the 
pre-Rossinian school of Opera, but, to be frank, most 
of " La Juive " is exceedingly long-winded and dull. 
Besides his serious operas, Hal^vy wrote works of a 
lighter cast, which enjoyed popularity in their time. 
But the prince of Op^ra Comique at this time was 
Auber (1782-1871). Auber began his career as a 
musician comparatively late in life, but en revanche 
age seemed powerless to check his unflagging 
industry. His last work, "Le Premier Jour de 
Bonheur," was produced in the composer's eighty- 
sixth year. Auber is a superficial Rossini. He bor- 
rowed from the Italian master his wit and gaiety ; 
he could not catch an echo of his tenderness and 
passion. Auber has never been so popular in 
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England as abroad, and the only two works of 
his which are now performed in this country — " Fra 
Diavolo" and "Masaniello" — represent him, curi- 
ously enough, at his best and worst respectively. 
The scene of " Fra Diavolo " is laid at a village inn in 
Italy. Lord and Lady Rocburg, the conventional 
travelling English couple, arrive in great perturba- 
tion, having been stopped by brigands and plun- 
dered of some of their property. At the inn they fall 
in with a distinguished personage calling himself 
the Marquis di San Marco, who is none other than 
the famous brigand chief Fra Diavolo. He makes 
violent love to the silly Englishwoman, and soon 
obtains her confidence. Meanwhile Lorenzo, the 
captain of a body of carabineers, who loves the inn- 
keeper's daughter Zerlina, has hurried off after the 
brigands. He comes up with them and kills twenty, 
besides getting back Lady Rocburg's stolen jewels. 
Fra Diavolo is furious at the loss of his comrades, 
and vows vengeance on Lorenzo. That night he 
conceals himself in Zerlina's room, and, when all is 
still, admits two of his followers into the house. 
Their nocturnal schemes are frustrated by the return 
of Lorenzo and his soldiers, who have been out in 
search of the brigand chief. Fra Diavolo is dis- 
covered, but pretends that Zerlina has given him an 
assignation. Lorenzo is furious at this accusation, 
and challenges the brigand to a duel. Before this 
comes off, however, Fra Diavolo's identity is discov- 
ered, and he is captured by Lorenzo and his band. 
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"Fra Diavolo" shows Auber in his happiest vein. 
The music is gay and tuneful, without dropping 
into commonplace ; the rhythms are brilliant and 
varied, and the orchestration neat and appropriate. 

" La Muette de Portici," which is known in the 
Italian version as " Masaniello," was written for the 
Grand Op6ra. Here Auber vainly endeavoured to 
suit his style to its more august surroundings. The 
result is entirely unsatisfactory ; the more serious 
parts of the work are pretentious and dull, and the 
pretty little tunes, which the composer could not 
keep out of his head, sound absurdly out of place 
in -a serious drama. Fenella, the dumb girl of 
Portici, has been seduced by Alfonso, the son of 
the Spanish Viceroy of Naples. She escapes from 
the confinement to which she had been subjected, 
and denounces him on the day of his marriage to 
the Spanish princess Elvira. Masaniello, her brother, 
maddened by her wrongs, stirs up a revolt among 
the people, and overturns the Spanish rule. He 
contrives to save the lives of Elvira and Alfonso, 
but this generous act costs him his life, and in 
despair Fenella leaps into the stream of boiling 
lava from an eruption of Vesuvius. The part of 
Fenella gives an opportunity of distinction to a 
clever pantomimist, and has been associated with 
the names of many famous dancers ; but the music 
of the opera throughout is one of the least favour- 
able examples of Auber's skilL Auber had many 
imitators, among whom perhaps the most successful 
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was Adolphe Adam (1803- 1856), whose " Chilet " and 
"Postilion de Longjumeau" are still occasionally 
performed. They reproduce the style of Auber with 
tolerable fidelity, but have no value as original work. 
The only other composer of this period who deserves 
to be mentioned is F^licien David (18 10-1876). His 
" Lalla Rookh," a setting of Moore's story, though 
vastly inferior to his symphonic poem " Le D6sert/' 
is a work of distinction and charm. To David be- 
longs the credit of opening the eyes of musicians to 
the possibilities of Oriental colour. Operas upon 
Eastern subjects have never been very popular in 
England, but in France many of them have been suc- 
cessful. " Le Desert " founded the school, of which 
"Les Pteheurs de Perles," "Djamileh," "Le Roi 
de Lahore," and "Lakm6," are well-known repre- 
sentatives. The career of the other musicians — 
many in number — of this facile and thoughtless 
epoch may be summed up in a few words. They 
were one and all imitators; Clapisson (1808-1866), 
Grisar (1808-1869), and Maillart (1817-1871), clung 
to the skirts of Auber; Niedermeyer (1802-1861), 
threw in his lot with Hal^vy. So far as they suc- 
ceeded in reproducing the external and superficial 
features of the music of their prototypes, they 
enjoyed a brief day of popularity. But with the 
first change of public taste they lapsed into oblivion, 
and their works nowadays sound far more old- 
fashioned than those of the generation which pre- 
ceded them. 



CHAPTER IX 
WAGNER'S EARLY WORKS 

Richard Wagner (1813-1883) is by far the most 
important figure in the history of modern Opera, 
With regard to the intrinsic beauty of his works, 
and the artistic value of the theories upon which 
they are constructed, there have been, and still are, 
two opinions ; but his most bigoted opponents can 
scarcely refuse to acknowledge the extent of the 
influence which he has had upon contemporary 
and subsequent music — an influence, in fact, which 
places him by the side of Monteverde and Gluck 
among the great revolutionists of musical history. 
As in their case, the importance of his work rests 
upon the fact that, although to a certain extent 
an assimilation and development of the methods 
of his predecessors, it embodied a deliberate revolt 
against existing musical conditions. 

From one point of view Wagner's revolt is even 
more important than that of either of his forerunners, 
for they were men who, having failed to win success 
under the existing conditions of music, revolted — 
so to speak — in self-preservation, while he was an 
accomplished musician, and the author of a suc- 

«57 
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cessful work written in strict accordance with the 
canons of art which then obtained. Had Wagner 
pleased, there was nothing to hinder his writing a 
succession of "Rienzis/' and ending his days, like 
Spontini, rich and ennobled. To his eternal honour 
he rejected the prospect, and chose the strait and 
narrow way which led, through poverty and dis- 
grace, to immortality. In spite of the acknowledged 
success of " Rienzi," Wagner's enemies were never 
tired of repeating that, like Monteverde, he had in- 
vented a new system because he could not manipu- 
late the old. It seems hardly possible to us that 
musicians could ever have been found to deny that 
the composer of " Die Meistersinger " was a consum- 
mate master of counterpoint. Fortunately the dis- 
covery of his Symphony in C finally put an end to 
all doubts relative to the thoroughness of Wagner's 
musical education. In this work, which was written 
at the age of eighteen, the composer showed a 
mastery of the symphonic form which many of 
his detractors might have envied. The fact is, that 
Wagner was a man of a singularly flexible habit 
of mind. He was a careful student of both ancient 
and modern music, and a study of his works shows 
us that, so far from despising what had been done 
by his predecessors, he greedily assimilated all that 
was best in their productions, only rejecting the 
naiTOW conventions in which so many of them had 
contentedly acquiesced. His music is the logical 
development of that of Gluck and Weber, purified 
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by a closer study of the principles of declamation, 
and enriched by a command of orchestral resource 
of which they had never dreamed. 

Wagner's first opera, " Die Feen/' was written in 
1833, when the composer was twenty years old. 
Wagner always wrote his own libretti^ even in those 
days. The story of "Die Feen" was taken from 
one of Gozzi's fairy-tales, "La Donna Serpente." 
Wagner himself, in his "Communication to my 
Friends," written in 1851, has given us a risumi 
of the plot : " A Fairy, who renounces immortality 
for the sake of a human lover, can only become 
a mortal through the fulfilment of certain hard 
conditions, the non-compliance wherewith on the 
part of her earthly swain threatens her with the 
direst penalties; her lover fails in the test, which 
consists in this, that, however evil and repulsive she 
may appear to him (in the metamorphosis which she 
has to undergo), he shall not reject her in his un- 
belief. In Gozzi's tale the Fairy is changed into a 
snake ; the remorseful lover frees her from the spell 
by kissing the snake, and thus wins her for his wife. 
I altered this cUnouement by changing the Fairy into 
a stone, and then releasing her from the spell by her 
lover's passionate song ; while the lover, instead of 
being allowed to carry off his bride into his own 
country, is himself admitted by the Fairy King to 
the immortal bliss of Fairyland, together with his 
Fairy wife." 

When Wagner wrote " Die Feen " he was under 
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the spell of Weber, whose influence is perceptible 
in every page of the score, Marschner, too, 
whose "Vampyr" and "Templer und Jiidin" had 
been recently produced at Leipsic, which was 
then Wagner's headquarters, also appealed very 
strongly to the young musician's plastic tempera- 
ment. " Die Feen " consequently has little claim 
to originality, but the work is nevertheless inte- 
resting to those who desire to trace the master's 
development ab ovo. Both in the melodies and 
rhythms employed it is possible to trace the germs 
of what afterwards became strongly marked char- 
acteristics. Wagner himself never saw " Die Feen " 
performed. In 1833 he could not persuade any 
German manager to produce it, and, in the changes 
which soon came over his musical sympathies, " Die 
Feen" was laid upon the shelf and probably for- 
gotten. It was not until 1888, five years after the 
composer's death, that the general enthusiasm for 
everything connected with Wagner induced the 
authorities at Munich to produce it. Since then 
it has been performed with comparative frequency, 
and formed a part of the cycles of Wagner's works 
which were given in 1894 and 1895. Wagner's 
next work was of a very different nature. "Das 
Liebesverbot " was a frank imitation of the Italian 
school. He himself confesses that "if any one 
should compare this score with that of ' Die Feen ' 
he would find it difficult to understand how such 
a complete change in my tendencies could have 
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been brought about in so short a time." The 
incident which turned his thoughts into this new 
channel was a performance of Bellini's " Capuletti e 
Montecchi " in which Madame Schroeder-Devrient 
sang the part of Romeo. This remarkable woman 
exercised in those days an almost hypnotic influence 
upon Wagner, and the beauty and force of this 
particular impersonation impressed him so vividly 
that he relinquished his admiration of Weber and 
the Teutonic school and plunged headlong into the 
meretricious sensuousness of Italy. The libretto 
of "Das Liebesverbot " is founded upon Shake- 
speare's " Measure for Measure." It was performed 
for the first and only time at Magdeburg in 1836, 
and failed completely ; but it is only just to say that 
its failure seems to have been due more to insuf- 
ficient rehearsal than to the weakness of the score. 
After the success of "Die Feen" at Munich, it 
naturally occurred to the authorities there to revive 
Wagner's one other juvenile opera. The score of 
" Das Liebesverbot " was accordingly unearthed, and 
the parts were allotted. The first rehearsal, however, 
decided its fate. The opera was so ludicrous and 
unblushing an imitation of Donizetti and Bellini, 
that the artists could scarcely sing for laughter. 
Herr Vogl, the eminent tenor, and one or two others 
were still in favour of giving it as a curiosity, but 
in the end it was thought better to drop it altogether, 
less on account of the music than because of the 
licentious character of the libretto. 

L 
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" Rienzi/' the next in order of Wagner's operas, 
was written on the lines of French Opera. Wagner 
hoped to see it performed in Paris, and through- 
out the score he kept the methods of Meyerbeer 
and Spontini consistently in his mind's eye. There 
is very little attempt at characterization, but the 
opportunities for spectacular display are many and 
various. In later years Meyerbeer paid Wagner the 
compliment of saying that the libretto of ** Rienzi " 
was the best he had ever read. 

The opera opens at night The scene is laid in 
a street near the Lateran Church in Rome. Orsini, 
a Roman nobleman, and his friends are attempting 
to abduct Irene, the sister of Rienzi, a Papal notary. 
They are disturbed by the entrance of Colonna, 
another Roman noble, and his adherents. The two 
ruffians quarrel over the unfortunate girl ; their 
followers eagerly join in the fray ; and in a moment, 
as it seems, the quiet street is alive with the cliquetis 
of steel and the flash of sword-blades. Adriano, 
Colonna's son, loves Irene, and when he discovers 
who the trembling victim of patrician lust really is, 
he hastens to protect her. The tumult soon attracts 
a crowd to the spot. Last comes Rienzi, indignant 
at the insult offered to his sister, and bent upon 
revenge. Adriano, torn by conflicting emotions, 
decides to throw in his lot with Rienzi, and the act 
ends with the appointment of the latter to the post 
of Tribune — he refuses the title of King — and the 
marshalling of the plebeians against the recreant 
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aristocracy. The arms of the people carry the day, 
and in the second act the nobles appear at the 
Capitol to sue for pardon. Rienzi, though warned 
of their treachery by Adriano, accepts their promise 
of submission. During the festivities which cele- 
brate the reconciliation Orsini attempts to assassinate 
Rienzi, who is only saved by the steel breastplate 
which he wears beneath his robes. For this out- 
rage the nobles are condemned to death. Adriano 
begs for his father's life, and Rienzi weakly relents, 
and grants his prayer on condition of the nobles 
taking an oath of submission. 

In the third act the struggle between the nobles 
and the people advances another stage. The nobles 
have once more broken their oath, and are drawn 
up in battle array at the gates of Rome. Rienzi 
marshals his forces and prepares to march forth 
against them. In vain Adriano pleads once more 
for pardon. The fortune of war goes in favour of 
the plebeians. The nobles are routed, Colonna is 
slain, and the scene closes as Adriano vows vengeance 
over his father's body upon his murderer. 

In the fourth act the tide has turned against 
Rienzi. The citizens suspect him of treachery to 
their cause. Adriano joins the ranks of malcontents, 
and does all in his power to fire them to vengeance. 
Rienzi appears, and is at once surrounded by the 
conspirators, but in a speech of noble patriotism 
he convinces them of their mistakes, and wins 
them once more to allegiance. Suddenly the doors 
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of the Lateran Church are thrown open ; the Papal 
Legate appears, and reads aloud the Bull of Rienzi's 
excommunication. Horror-stricken at the awful 
sentence, the Tribune's friends forsake him and 
fly, all save Irene, who, deaf to the wild entreaties 
of Adriano, clings to her brother in passionate 
devotion. 

In the fifth act, Rienzi, after a last vain attempt 
to arouse the patriotism of the people, seeks refuge 
in the Capitol, which is fired by the enraged mob. 
The Tribune and Irene perish in the flames, together 
with Adriano, whose love for Irene proves stronger 
than death. 

Wagner himself has described the frame of mind 
in which he began to work at " Rienzi " : " To do 
something grand, to write an opera for whose pro- 
duction only the most exceptional means should 
suffice . . . this is what resolved me to resume, 
and carry out with all my might, my former plan 
of 'Rienzi.' In the preparation of this text I 
took no thought for anything but the writing of 
an effective operatic libretto!* In the light of this 
confession, it is best to look upon " Rienzi " merely 
as a brilliant exercise in the " Grand Op^ra " manner. 
Much of the music is showy and effective ; there is 
a masculine vigour about the melodies, and the 
concerted pieces are skilfully treated, but, except 
to the student of Wagner's development, its intrinsic 
value is very small. 

Appropriately enough, the idea of writing an opera 
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upon the legend of the Flying Dutchman first 
occurred to Wagner during his passage from Riga 
to London in the year 1839. The voyage was 
long and stormy, and the tempestuous weather 
which he encountered, together with the fantastic 
tales which he heard from the lips of the sailors, 
made so deep an impression upon his mind, that 
he determined to make his experiences the ground- 
work of an opera dealing with the fortunes of the 
" Wandering Jew of the Ocean." When he was in 
Paris, the stress of poverty compelled him to treat 
the sketch, which he had made for a libretto^ as a 
marketable asset. This he sold to a now forgotten 
composer named Dietsch, who wrote an opera 
upon the subject, which failed completely. The 
disappearance of this work left Wagner's hands 
free once more, and some years later he returned 
can amore to his original idea. 

The legend of the Flying Dutchman is, of course, 
an old one. The idea of the world-wearied wanderer 
driven from shore to shore in the vain search for 
peace and rest dates from Homer. Heine was 
the first to introduce the motive of the sinner's 
redemption through the love of a faithful woman, 
which was still further elaborated by Wagner, and 
really forms the basis of his drama. The opera 
opens in storm and tempest. The ship of Daland, 
a Norwegian mariner, has just cast anchor at a 
wild and rugged spot upon the coast not far from 
his own home, where his daughter Senta is awaiting 
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him. He can do nothing but wait for fair weather, 
and goes below, leaving his steersman to keep watch. 
The lad drops asleep, singing of his home, and 
through the darkness the gloomy vessel of the 
Dutchman is seen approaching with its blood-red 
sails. The Dutchman anchors his ship close to 
the Norwegian barque, and steps ashore. Seven 
years have passed since he last set foot upon earth, 
and he comes once more in search of a true woman 
who will sacrifice herself for his salvation, for this 
alone can free him from the curse under which 
he suffers. But hope of mortal aid is dead within 
his breast. In wild and broken accents he tells of 
his passionate longing for death, and calls upon 
the Judgment Day to put an end to his pilgrimage. 
"Annihilation be my lot," he cries in his madness, 
and from the depths of the black vessel the weird 
crew echoes his despairing cry. Daland issues from 
his own vessel and gives the stranger a hearty 
greeting. The name of Senta arrests the Dutch- 
man's attention, and after a short colloquy and a 
glimpse of the untold wealth which crams the 
coffers of the Dutchman, the old miser consents 
to give his daughter to the stranger. The wind 
meanwhile has shifted, and the two captains hasten 
their departure for the port. 

In the second act we are at Daland's house. 
Mary, the old housekeeper, and a bevy of chattering 
girls are spinning by the fireside, while Senta, lost 
in gloomy reverie, sits apart gazing at a mysterious 
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picture on the wall, the portrait of a pale man clad 
in black, the hero of the mysterious legend of the 
Flying Dutchman. The girls rally Senta upon her 
abstraction, and as a reply to their idle prattle 
she sings them the ballad of the doomed mariner. 
Throughout the song her enthusiasm has been 
waxing, and at its close, like one inspired, she cries 
aloud that she will be the woman to save him; 
that through her the accursed wretch shall find 
eternal peace. Erik, her betrothed lover, who enters 
to announce the approach of Daland, hears her wild 
words, and in vain reminds her of vows and promises 
made long ago. When Daland brings the Dutch- 
man in, and Senta sees before her the hero of her 
romance, the living embodiment of the mysterious 
picture, she gazes spell-bound at the weird stranger, 
and seems scarcely to hear her father's hasty re- 
commendation of the new suitor's pretensions. Left 
alone with the Dutchman, Senta rapturously vows 
her life to his salvation, and the scene ends with 
the plighting of their troth. 

In the last act we are once more on the sea- 
shore. The Dutch and Norwegian vessels are 
moored side by side, but while the crew of the 
latter is feasting and making merry, the former is 
gloomy and silent as the grave. A troop of damsels 
runs on with baskets of food and wine ; they join 
with the Norwegian sailors in calling upon the Dutch- 
men to come out and share their festivities, but not a 
sound proceeds from the phantom vessel. Suddenly 
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the weird mariners appear upon the deck, and while 
blue flames hover upon the spars and masts of their 
fated vessel, they sing an uncanny song taunting 
their captain with his failure as a lover. The Nor- 
wegian sailors in terror hurry below, the girls beat 
a hasty retreat, and silence descends once more 
upon the two vessels. Senta issues from Daland's 
house, followed by Erik. In spite of his impor- 
tunity, her steadfast purpose remains unmoved ; but 
the Dutchman overhears Erik's passionate appeal 
to the past, and imagines that Senta is untrue to 
himself. In his despair he bids farewell once more 
to the world and his hopes of salvation, and rushes 
on board his ship, which hastily puts out to sea. 
Senta's courage rises to the occasion. Though the 
Dutchman has cast her off, she remains true to her 
vows. She dashes to the edge of the cliff hard by, 
and with a wild cry hurls herself into the sea. Her 
solemn act of renunciation fulfils the promise of 
her lips. The gloomy vessel of the Dutchman, its 
mission accomplished, sinks into the waves, while 
the forms of Senta and the Dutchman, transfigured 
with unearthly light, are seen rising from the bosom 
of the ocean. 

The music of " Der Fliegende Hollander" may be 
looked at from two points of view. As a link in the 
chain of Wagner's artistic development, it is of the 
highest interest. In it we see the germ of those 
theories which were afterwards to effect so formi- 
dable a revolution in the world of Opera. In "Der 
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Fliegende Hollander " Wagner first puts to the proof 
the Leit'MotiVy or Guiding Theme, the use of which 
forms, as it were, the base upon which the entire 
structure of his later works rests. In thdse early 
days he employed it with timidity, it is true, and 
with but a half-hearted appreciation of the poetical 
effect it commands ; but from that day forth each of 
his works shows a more complete command of its re- 
sources, and a subtler instinct as to its employment. 
The intrinsic musical interest of "Der Fliegende 
Hollander" is unequal. Wagner had made great 
strides since the days of '' Rienzi," but he had still a 
vast amount to unlearn. Side by side with passages 
of vital force and persuasive beauty there are dreary 
wastes of commonplace and the most arid con- 
ventionality. The strange mixture of styles which 
prevails in " Der Fliegende Hollander " makes it in 
some ways even less satisfactory as a work of art 
than " Rienzi," which at any rate has the merit of 
homogeneity. Wagner is most happily inspired by 
the sea. The Overture, as fresh and picturesque a 
piece of tone-painting as anything he ever wrote, is 
familiar to all concert-goers, and the opening of the 
first act is no less original. But perhaps the most 
striking part of the opera, certainly the most char- 
acteristic, is the opening of the third act, with its 
chain of choruses between the girls and the sailors. A 
great deal of " Der Fliegende Hollander" might have 
been written by any operatic composer of the time, 
but this scene bears upon it the hall-mark of genius. 
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If " Der Fliegende Hollander" proved that the de- 
scriptive side of Wagner's genius had developed 
more rapidly than the psychological, the balance 
was promptly re-established in " Tannhauser," his 
next work. Much of the music is picturesque and 
eflfective, even in the lowest sense, but its strength 
lies in the extraordinary power which the composer 
displays of individualising his characters — a power 
of which in " Der Fliegende Hollander " there was 
scarcely a suggestion. 

So far as mere form is concerned, "Tannhauser" 
is far freer from the conventionalities of the Italian 
school than "Der Fliegende Hollander," but this 
would not have availed much if Wagner's constructive 
powers had not matured in so remarkable a way. It 
would have been useless to sweep away the old con- 
ventions if he had had nothing to set in their place. 
Apart from the strictly musical side of the question, 
Wagner had in "Tannhauser" a story of far deeper 
human interest than the weird legend of the Dutch- 
man, the tale which never grows old, of the struggle 
of good and evil for a human soul, the tale of a 
remorseful sinner won from the powers of hell by 
the might of a pure woman's love. 

There is a legend which tells that when the gods 
and goddesses fled from their palace on Olympus 
before the advance of Christianity, Venus betook 
herself to the North, and established her court in 
the bowels of the earth, beneath the hill of Horsel- 
berg, in Thuringia. There we find the minstrel 
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Tannhauser at the opening of the opera. He has 
left the world above, its duties and its pleasures, for 
the wicked delights of the grotto of Venus. There 
he lies in the embraces of the fatal goddess, while 
life passes in a ceaseless orgie of sinful pleasure. 
But the poet wearies of his amorous captivity, and 
would fain return to the earth once more. In vain 
the goddess pleads, in vain she calls up new scenes 
of ravishing delight, he still prays to be gone. 
Finally he calls on the sainted name of Mary, 
and Venus with her nymphs, grotto, palace and 
all, sink into the earth with a thunder-clap, while 
Tannhauser, when he comes to his senses once 
more, finds himself kneeling upon the green grass 
on the slope of a sequestered valley, lulled by the 
tinkling bells of the flock, and the piping of a 
shepherd from a rock hard by. The pious chant 
of pilgrims, passing on their way to Rome, wakens 
his slumbering conscience, and bids him expiate 
his guilt by a life of abstinence and humiliation. 
His meditations are interrupted by the appearance 
of the Landgrave of Thuringia, his liege lord, who 
is hunting with Wolfram von Eschinbach, Walther 
von der Vogelweide, and other minstrel-knights of 
the Wartburg ; but his newly awakened sense of re- 
morse forbids him to return with them to the castle, 
till Wolfram breathes the name of the Landgrave's 
niece Elisabeth, the saintly maiden who has drooped 
and pined since Tannhauser disappeared from the 
singing contests at the Wartburg. The thought of 
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human love touches his heart with warm sjrtnpathy, 
and he gladly hastens to the castle with his newly 
found friends. 

In the second act we are at the Wartburg, in 
the Hall of Song in which those tournaments of 
minstrelsy were held, for which the castle was cele- 
brated in the middle ages. Elisabeth enters bringing 
a greeting to the hall, whose threshold she has not 
crossed since Tannhauser's mysterious departure. 
Her joyous tones have scarcely ceased when Tann- 
hauser, led by Wolfram, appears and falls at the 
feet of the youthful Princess. Her pure spirit can- 
not conceive aught of dishonour in his absence, 
and she welcomes him back to her heart with girlish 
trust. Now the guests assemble and, marshalled 
in order, take their places for the singers' tourney. 
The Landgrave announces the subject of the contest 
— ^the power of love — and more than hints that 
the hand of Elisabeth is to be the victor's prize. 
The singers in turn take their harps and pour forth 
their improvisations ; Wolfram sings of the chaste 
ideal which he worships from afar, Walther of the 
pure fount of virtue from which he draws his 
inspiration, and the warrior Biterolf praises the 
chivalrous passion of the soldier. 

Each in turn is interrupted by Tannhauser, who, 
with ever-growing vehemence, scoffs at the pale 
raptures of his friends. A kind of madness possesses 
him, and as the hymns in praise of love recall to his 
memory the amorous orgies of the Venusberg, he 
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gradually loses all self-control, and ends by bursting 
out with a wild hymn in praise of the goddess 
herself. The horror-stricken women rush from 
the hall, and the men, sword in hand, prepare to 
execute summary justice upon the self -convicted 
sinner; but Elisabeth dashes in before the points 
of their swords, and in broken accents begs pardon 
for her recreant lover in the name of the Saviour 
of them all. Touched by her agonised pleading 
the angry knights let fall their weapons, while 
Tannhauser, as his madness slips from him and he 
realises all that he has lost, falls repentant and 
prostrate upon the earth. The Landgrave bids him 
hasten to Rome, where alone he may find pardon 
for a sin so heinous. Far below in the valley a 
band of young pilgrims is passing, and the sound 
of their solemn hymn rises to the castle windows ; 
the pious strains put new life into the despairing 
Tannhauser, and crying " To Rome, to Rome," he 
staggers from the hall. 

The scene of the third act is the same as that of 
the first, a wooded valley beneath the towers of the 
Wartburg ; but the fresh beauty of spring has given 
place to the tender melancholy of autumn. No 
tidings of the pilgrim have reached the castle, and 
Elisabeth waits on in patient hope, praying that 
her lost lover may be given back to her arms free 
and forgiven. While she pours forth her agony 
at the foot of a rustic cross, the faithful Wolfram 
watches silently hard by. Suddenly the distant chant 
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of the pilgrims is heard. Elisabeth rises from her 
knees in an agony of suspense. As the pilgrims file 
past one by one, she eagerly scans their faces, but 
Tannhauser is not among them. With the failure 
of her hopes she feels that the last link which binds 
her to earth is broken. Committing her soul to the 
Virgin, she takes her way slowly back to the castle, 
the hand of death already heavy upon her, after 
bidding farewell to Wolfram in a passage which, 
though not a word is spoken, is perhaps more 
poignantly pathetic than anjrthing Wagner ever 
wrote. Alone amid the gathering shades of evening. 
Wolfram sings the exquisite song to the evening 
star which is the most famous passage in the opera. 
The last strains have scarcely died away when a 
gloomy figure slowly enters upon the path lately 
trodden by the rejoicing pilgrims. It is Tannhauser 
returning from Rome, disappointed and despairing. 
His pilgrimage has availed him nothing. The 
Pope bade him hope for no pardon for his sin 
till the staff which he held in his hand should put 
forth leaves and blossom. With these awful words 
ringing in his ears, Tannhauser has retraced his 
weary steps. He has had enough of earth, and 
thinks only of returning to the embraces of Venus. 
In response to his cries Venus appears, in the midst 
of a wild whirl of nymphs and sirens. In vain 
Wolfram urges and appeals ; Tannhauser will not 
yield his purpose. He breaks from his friend, and 
is rushing to meet the extended arms of the goddess. 
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when Wolfram adjures him once more by the 
sainted memory of Elisabeth. At the sound of that 
sinless name Venus and her unhallowed crew sink 
with a wild shriek into the earth. The morning 
breaks, and the solemn hymn of the procession 
bearing the corpse of Elisabeth sounds sweetly 
through the forest. As the bier is carried forward 
Tannhauser sinks lifeless by the dead body of his 
departed saint, while a band of young pilgrims, 
comes swiftly in, bearing the Pope's staff, which 
has put forth leaves and blossomed — the symbol of 
redemption and pardon for the repentant sinner. 

It will generally be admitted that the story of 
"Tannhauser" is better suited for dramatic pur- 
poses than that of " Der Fliegende Hollander," apart 
from the lofty symbolism which gives it so deeply 
human an interest. This would go far to account 
for the manifest superiority of the later work, but 
throughout the score it is easy to note the enhanced 
power and certainty of the composer in dealing 
even with the less interesting parts of the story. 
Much of " Tannhauser " is conventional, but it never- 
theless shows a great advance on "Der Fliegende 
Hollander," in the disposal of the scenes as much 
as in the mere treatment of the voices. But in the 
orchestra the advance is even more manifest. The 
Guiding Theme, which in "Der Fliegende Hollander" 
only makes fitful and timid appearances, is used 
with greater boldness, and with increased knowledge 
of its eflfect. Wagner had as yet, it is true, but little 
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conception of the importance which this flexible 
instrument would assume in his later works ; but 
such passages as the orchestral introduction to 
the third act, and Tannhauser's narration, give a 
foretaste of what the composer was afterwards 
to achieve by this means. So far as orchestral 
colour is concerned, too, the score of " Tannhauser " 
is deeply interesting to the student of Wagner's 
development. Here we find Wagner for the first 
time consistently associating a certain instrument 
or class of instrument with one of the characters, 
as, for instance, the trombones with the pilgrims, 
and the wood-wind with Elisabeth. This plan — 
which is in a certain sense the outcome of the 
Guiding Theme system — he was afterwards to 
develop elaborately. It had of course been em- 
ployed before, notably by Gluck, but Wagner with 
characteristic boldness carried it at once to a point 
of which his predecessor can scarcely have dreamed. 
As an illustration, the opening of the third act may 
be quoted, in which Elisabeth is represented by the 
wood-wind — by the clarinets and bassoons in the 
hour of her deep affliction and abasement, and by the 
flutes and hautboys when her soul has finally cast 
off all the trammels of earth — and Wolfram by the 
violoncello. The feelings of the two are so ex- 
quisitely portrayed by the orchestra, that the scene 
would be easily comprehensible if it were carried 
on — as indeed much of it is — without any words 
at all. 
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" Lohengrin," which followed " Tannhauser " after 
an interval of fifteen years, was the first of Wagner's 
operas which won general acceptance, and still 
remains the most popular. The story lacks the 
deep human interest of "Tannhauser," but it has 
both power and picturesqueness, while the promi- 
nence of the love-interest, which in the earlier work 
is thrust into the background, is sufficient to ex- 
plain the preference given to it. Elsa of Brabant 
is charged by Frederick of Telramund, at the 
instigation of his wife Ortrud, with the murder of 
her brother Godfrey, who has disappeared. King 
Henry the Fowler, who is judging the case, allows 
Elsa a champion; but the signal trumpets have 
sounded twice, and no one comes forward to do 
battle on her behalf. Suddenly there appears, in a 
distant bend of the river Scheldt, a boat drawn 
by a swan, in which is standing a knight clad in 
silver armour. Amidst the greatest excitement the 
knight gradually approaches, and finally disembarks 
beneath the shadow of the king's oak. He is ac- 
cepted by Elsa as her champion and lover on the 
condition that she shall never attempt to ask his 
name. If she should violate her promise, Lohengrin 
— for it is he — must return at once to his father's 
kingdom. Telramund is worsted in the fight, having 
no power to fight against Lohengrin's sacred sword, 
and the act ends with rejoicings over the approaching 
marriage of Lohengrin and Elsa. 

In the second act it is night; Telramund and 

M 
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Ortrud are crouching upon the steps of the Minster, 
opposite the palace, plotting revenge. Suddenly 
Elsa steps out upon the balcony of the Kemenate» 
or women's quarters, and breathes out the tale of her 
happiness to the breezes of night. Ortrud accosts 
her with affected humility, and soon succeeds in 
establishing herself once more in the good graces of 
the credulous damsel. She passes into the Kemenate 
with Elsa, first promising to use her magic powers 
so as to secure for ever for Elsa the love of her un- 
known lord. Elsa rejects the offer with scorn, but 
it is evident that the suggestion has sown the first 
seeds of doubt in her foolish heart. As the day 
dawns the nobles assemble at the Minster gate, and 
soon the long bridal procession begins to issue from 
the Kemenate. But before Elsa has had time to set 
foot upon the Minster steps, Ortrud dashes forward 
and claims precedence, taunting the hapless bride 
with ignorance of her bridegroom's name and rank. 
Elsa has scarcely time to reply in passionate vindi- 
cation of her love, when the King and Lohengrin 
approach from the Pallas, the quarters of the knights. 
Lohengrin soothes the terror of his bride, and the 
procession starts once more. Once more it is in- 
terrupted. Telramund appears upon the threshold 
of the cathedral and publicly accuses Lohengrin of 
sorcery. The King, however, will not harbour a 
suspicion of his spotless knight. Telramund is 
thrust aside, though not before he has had time 
to whisper fresh doubts and suspicions to the 
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shrinking Elsa, and the procession files slowly into 
the Minster. 

A solemn bridal march opens the next act, while 
the maids of honour conduct Elsa and Lohengrin 
to the bridal chamber. There, after a love scene 
of enchanting beauty, her doubts break forth once 
more. " How is she to know," she cries, '' that the 
swan will not come some day as mysteriously as 
before and snatch her beloved from her arms?" 
In vain Lohengrin tries to soothe her ; she will not 
be appeased, and in frenzied excitement puts to 
him the fatal question, '^ Who art thou ? " At that 
moment the door is burst open, and Telramund 
rushes in, followed by four knights with swords 
drawn. Lohengrin lifts his sacred sword, and the 
false knight falls dead at his feet. The last scene 
takes us back to the banks of the Scheldt. Before 
the assembled army Lohengrin answers Elsa's 
question. He is the son of Parsifal, the lord of 
Monsalvat, the keeper of the Holy Grail. His 
mission is to succour the distressed, but his mystic 
power vanishes if the secret of its origin be known. 
Even as he speaks the swan appears once more, 
drawing the bark which is to bear him away. 
Lohengrin bids a last farewell to the weeping Elsa, 
and turns once more to the river. Now is the 
moment of Ortrud's triumph. She rushes forward 
and proclaims that the swan is none other than 
Gottfried, Elsa's brother, imprisoned in this shape 
by her magic arts. But Lohengrin's power is not 
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exhausted ; he kneels upon the river bank, and in 
answer to his prayer the white dove of the Grail 
wheels down from the sky, releases the swan, and, 
while Elsa clasps her restored brother to her breast, 
bears Lohengrin swiftly away over the waters of the 
Scheldt. 

The interest of "Lohengrin" lies rather in the 
subtle treatment of the characters than in the in- 
trinsic beauty of the story itself. Lohengrin's love 
for Elsa and his apparent intention of settling in 
Brabant for life seem scarcely consistent with his 
duties as knight of the Grail, and, save for their 
mutual love, neither hero nor heroine have much 
claim upon our sympathies. But the grouping of the 
characters is admirable ; the truculent witch Ortrud 
is a fine foil to the ingenuous Elsa, and Lohengrin's 
spotless knighthood is cast into brilliant relief by 
the dastardly treachery of Telramund. The story 
of " Lohengrin " lacks the deep human interest of 
" Tannhauser," and the music never reaches the 
heights to which the earlier work sometimes soars. 
But in both respects "Lohengrin" has the merit 
of homogeneity ; the libretto is laid out by a master 
hand, and the music, though occasionally monoto- 
nous in rhythm, has none of those strange relapses 
into conventionality which mar the beauty of 
" Tannhauser." Musically " Lohengrin " marks the 
culminating point of Wagner's earlier manner. 
All the links with the Italian school are broken save 
one, the concerted Finale. Here alone he adheres 
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to the old tradition of Cavatina and Cabaletta — ^the 
slow movement followed by the quick. The Aria 
in set form has completely disappeared, while the 
orchestra, though still often used merely as an 
accompaniment, is never degraded, as occasionally 
happens in " Tannhauser," to the rank of a "big 
guitar." 

The opening notes of " Lohengrin " indeed prove 
incontestably the increased power and facility with 
which Wagner had learnt to wield his orchestra 
since the days of "Tannhauser." The Prelude to 
"Lohengrin" — a mighty web of sound woven of 
one single theme — is, besides being a miracle of 
contrapuntal ingenuity, one of the most poetical 
of Wagner's many exquisite conceptions. In it he 
depicts the bringing to earth by the hands of angels 
of the Holy Grail, the vessel in which Joseph of 
Arimathea caught the last drops of Christ's blood 
upon the cross. With the opening chords we seem 
to see the clear blue expanse of heaven spread 
before us in spotless radiance. As the Grail motive 
sounds for the first time pianissimo in the topmost 
register of the violins, a tiny white cloud, scarcely 
perceptible at first, but increasing every moment, 
forms in the zenith. Ever descending as the music 
gradually increases in volume, the cloud resolves 
itself into a choir of angels clad in white, the 
bearers of the sacred cup. Nearer and still nearer 
they come, until, as the Grail motive reaches a 
passionate fortissimo^ they touch the earth, and 
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deliver the Holy Grail to the band of faithful men 
who are consecrated to be its earthly champions. 
Their mission accomplished, the angels swiftly re- 
turn. As they soar up, the music grows fainter. 
Soon they appear once more only as a snowy cloud 
on the bosom of the blue. The Grail motive fades 
away into faint chords, and the heaven is left once 
more in cloudless radiance. 

A noticeable point in the score of "Lohengrin" 
is the further development of the beautiful idea 
which appears in "Tannhauser," of associating a 
certain instrument or group of instruments with 
one particular character. The idea itself, it may be 
noticed in passing, dates from the time of Bach, who 
used the strings of the orchestra to accompany the 
words of Christ in the Matthew Passion, much as 
the old Italian painters surrounded His head with a 
halo. In " Lohengrin " Wagner used this beautiful 
idea more systematically than in " Tannhauser " ; 
J^ohengrin^s^ utterances are almo st always a ccom- 
panied by the strings of the orchestra, wh ile the 
wood-wind is specially devoted to Elsa. This plan 
emphasizes very happily the contrast, which is the 
root of the whole drama, between spiritual and 
earthly love, typified in the persons of Lohengrin 
and Elsa, which the poem symbolises in allegorical 
fashion. 



CHAPTER X 

WAGNER'S LATER WORKS 

The attempt to divide the life and work of a com- 
poser into fixed periods is generally an elusive 
and unsatisfactory experiment, but to this rule the 
case of Wagner is an exception. His musical career 
falls naturally into two distinct divisions, and the 
works of these two periods differ so materially in 
scope and execution that the veriest tyro in musical 
matters cannot fail to grasp their divergences. In 
the years which elapsed between the composition 
of "Lohengrin" and "Das Rheingold," Wagner's 
theories upon the proper treatment of lyrical drama 
developed in a surprising manner. Throughout his 
earlier works the Guiding Theme is used with in- 
creasing frequency, it is true, so that in " Lohengrin " 
its employment adds materially to the poetical 
interest of the score ; but in " Das Rheingold " we 
are in a different world. Here the Guiding Theme 
is the pivot upon which the entire work turns. The 
occasional use of some characteristic musical phrase 
to illustrate the recurrence of a special personality 
or phase of thought has given way to a deliberate 

system in which not only each of the characters in 
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the drama, but also their thoughts, feelings, and 
aspirations are represented by a distinct musical 
equivalent. These guiding themes are by no means 
the mere labels that hostile critics of Wagner would 
have us believe. They are subject, as much as the 
characters and sentiments which they represent, to 
organic change and development. By this means 
every incident in the progress of the drama, the 
growth of each sentiment and passion, the play of 
thought and feeling, all find a close equivalent in the 
texture of the music, and the connection between 
music and drama is advanced to an intimacy which 
certainly could not be realised by any other means. 
The diflFerence in style between " Lohengrin " and 
" Das Rheingold " is so very marked that it is only 
natural to look for some explanation of the sudden 
change other than the natural development of the 
composer's genius. Wagner's social position at this 
point in his career may have reacted to a certain 
extent upon his music. An exile from his country, 
his works tabooed in every theatre, he might well be 
pardoned if he felt that all chance of a career as 
a popular composer was over for him, and decided 
for the future to write for himself alone. This may 
explain the complete renunciation of the past which 
appears in "Das Rheingold," the total severance from 
the Italian tradition which lingers in the pages of 
" Lohengrin," and the brilliant unfolding of a new 
scheme of lyric drama planned upon ^ scale of un- 
exampled magnificence and elaboration. 
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Intimately as Wagner's theory of the proper 
scope of music drama is connected with the system 
of guiding themes which he elaborated, it need 
hardly be said that he was very far from being 
the first to recognise the importance of their use 
in music. There are several instances of guiding 
themes in Bach. Beethoven, too, and even Gr6try 
used them occasionally with admirable effect. But 
before Wagner's day they had been employed with 
caution, not to say timidity. He was the first to 
realise their full poetic possibility. 

*' Das Rheingold," the first work in which Wagner 
put his matured musical equipment to the proof, is 
the first division of a gigantic tetralogy, " Der Ring 
des Nibelungen." The composition of this mighty 
work extended over a long period of years. It was 
often interrupted, and as often recommenced. In 
its completed form it was performed for the first 
time at the opening of the Festspielhaus at Bayreuth 
in 1876, but the first two divisions of the work, 
" Das Rheingold " and " Die Walkiire," had already 
been given at Munich, in 1869 and 1870 respectively. 
It will be most convenient in this place to treat " Der 
Ring des Nibelungen " as a complete work, although 
"Tristan und Isolde" and "Die Meistersinger " 
were written and performed before " Siegfried " and 
" Gotterdammerung." 

Wagner took the main incidents of his drama 
from the old Norse sagas, principally from the two 
Eddas, but in many minor points his tale varies 
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from that of the original authorities. Nevertheless 
he grasped the spirit of the myth so fully, that his 
version of the Nibelung story yields in harmony 
and beauty to that of none of his predecessors. 
There is one point about the Norse mythology 
which is of the utmost importance to the proper 
comprehension of '^ Der Ring des Nibelungen." The 
gods of Teutonic legend are not immortal. In the 
Edda the death of the gods is often mentioned, and 
distinct reference is made to their inevitable downfall. 
Behind Valhalla towers the gigantic figure of Fate, 
whose reign is eternal. The gods rule for a limited 
time, subject to its decrees. This ever-present idea 
of inexorable doom is the guiding idea of Wagner's 
great tragedy. Against the inevitable the gods plot 
and scheme in vain. 

The opening scene of " Das Rheingold " is in the 
depths of the Rhine. There, upon the summit of 
a rock, lies the mysterious treasure of the Rhine, the 
Rhine-gold, guarded night and day by the three 
Rhine-maidens Wellgunde, Woglinde, and Floss- 
hilde, who circle round the rock in an undulating 
dance, joyous and light-hearted " like troutlets in a 
pool." Alberich, the prince of the Nibelungs, the 
strange dwarf-people who dwell in the bowels of the 
earth, now appears. Clumsily he courts the maidens, 
trying unsuccessfully to catch first one, then another. 
Suddenly the rays of the rising sun touch the treasure 
on the rock and light it into brilliant splendour. The 
maidens, in delight at its beauty, incautiously reveal 
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the secret of the Rhine-gold to the curious dwarf. 
The possessor of it, should he forge it into a ring, 
will become the ruler of the world. But, to that end, 
he must renounce the delights of love for ever. 
Alberich, fired with the lust of power, hastily climbs 
the rock, tears away the shining treasure, and plunges 
with it into the abyss, amidst the cries of the maidens, 
who vainly endeavour to pursue him. The scene 
now changes, the waves gradually giving place to 
clouds and vapour, which in turn disclose a lofty 
mountainous region at the foot of which is a grassy 
plateau. Here lie the sleeping forms of Wotan, the 
king of the gods, and Fricka, his wife. Behind them, 
upon a neighbouring mountain, rise the towers of 
Valhalla, Wotan's new palace, built for him by the 
giants Fafner and Fasolt in order to ensure him 
in his sovereignty of the world. In exchange for 
their labours Wotan has promised to give them 
Freia, the goddess of love and beauty, but he 
hopes by the ingenuity of Loge, the fire-god, to 
escape the fulfilment of his share of the contract. 
While Fricka is upbraiding him for his rash promise 
Freia enters, pursued by the giants, who come to 
claim their reward. Wotan refuses to let Freia go, 
and Froh and Donner come to the protection of 
their sister. The giants are prepared to fight for 
their rights, but the entrance of Loge fortunately 
effects a diversion. He has searched throughout 
the world for something to offer to the giants instead 
of the beautiful goddess, but has only brought 
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back the news of Alberich's treasure-trove, and his 
forswearing of love in order to rule the ^orld. 
The lust of power now invades the bosom of the 
giants, and they agree to take the treasure in place 
of Freia, if Wotan and Loge can succeed in 
stealing it from Alberich. On this quest therefore 
the two gods descend through a cleft in the 
earth to Nibelheim, the abode of the Nibelungs. 
There they find Alberich, by virtue of his magic 
gold, lording it over his fellow-dwarfs. He has 
compelled his brother Mime, the cleverest smith 
of them all, to fashion him a Tarnhelm, or helmet 
of invisibility, and the latter complains peevishly 
to the gods of the overbearing mastery which 
Alberich has established in Nibelheim. When 
Alberich appears, Wotan and Loge cunningly be- 
guile him to exhibit the powers of his new treasure. 
The confiding dwarf, in order to display the quality 
of the Tarnhelm, first changes himself into a snake 
and then into a toad. While he is in the shape 
of the latter, Wotan sets his foot upon him, Loge 
snatches the Tarnhelm from his head, and together 
they bind him and' carry him off to the upper air. 
When he has conveyed his prisoner in safety to 
the mountain-top, Wotan bids him summon the 
dwarfs to bring up his treasures from Nibelheim. 
Alberich reluctantly obeys. His treasure is torn 
from him, his Tarnhelm, and last of all the ring 
with which he hoped to rule the world. Bereft 
of all, he utters a terrible curse upon the ring. 
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vowing that it shall bring ruin and death upon every 
one who wears it, until it returns to its original 
possessor. The giants now appear to claim their 
reward. They too insist upon taking the whole 
treasure. Wotan refuses to give up the ring until 
warned by the goddess Erda, the mother of the 
Fates, who rises from her subterranean cavern, that 
to keep it means ruin. The ring passes to the giants, 
and the curse at once begins to work. Fafner slays 
Fasolt in a quarrel for the gold, and carries oflF 
the treasure alone. Throughout this scene the 
clouds have been gathering round the mountain-tpp. 
Donner, the god of thunder, now ascends a cliflF, 
and strikes the rock with his hammer. Thunder 
rolls and lightning flashes, the dark clouds are dis- 
pelled, revealing a rainbow bridge thrown across 
the chasm, over which the gods solemnly march to 
Valhalla, while from far below rise the despairing 
cries of the Rhine-maidens lamenting their lost 
treasure. 

" Das Rheingold " is conspicuous among the later 
works of Wagner for its brevity and concentration. 
Although it embraces four scenes, the music is 
continuous throughout, and the whole makes but 
one act. Wagner's aim seems to have been to set 
forth in a series of brilliant pictures the medium 
in which his mighty drama was to unfold itself. 
Human interest of course there is none, but the 
supernatural machinery is complete. The denizens of 
the world are grouped in four divisions — the gods in 
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htZTtxiy the giants on the ear&, die chnrfe bencaUi, 
aod the water-sprites in the bosom ot the Rhine. 
There is a freshness and an otxt-of-door feeling 
about ^ Das Rheingoid " which is eminendy suitable 
to the prologue of a work ^^lich deals so much 
with the vast forces of nature as Wagner^s colossal 
drama. There b little scope in it for the delicate 
psychology which enriches the later divisions of the 
Tetralogy^ but, on the other hand, Wagner has re* 
produced the '^ large utterance of the early gods" 
with exquisite art. Musically it can hardly rank 
with its successors, partly no doubt because the plot 
has not their absorbing interest, partly also because 
** Das Rheingoid " is the first work in which Wagner 
consciously worked in accordance with his theory 
of guiding themes^ and consequently had not as 
yet gained that complete mastery of his elaborate 
material to which he aften^-ards attained. Yet some 
of the musical pictures in '' Das Rheingoid " would 
be difficult to match throughout the glo\^nng gallery 
of " Der King des Nibelungen," such as the beautiful 
opening scene in the bosom of the Rhine, and the 
magnificent march to Valhalla with which it closes. 

Before the opening of "Die Walkiire," the next 
work of the series, much has happened. Wotan has 
begotten the nine Valkyries ( IVa/iuren, or choosers 
of the slain), whose mission is to bring up dead 
heroes from the battle-field to dwell in Valhalla, and, 
if need be, help to defend it. He determines too, 
since he may not possess the ring himself, to beget 



WAGNER'S LATER WORKS 191 

a hero of the race of men who shall win it from 
Fafner (who has changed himself into a dragon 
in order to guard the treasure more securely), 
and so prevent it falling into the hands of an 
enemy of the gods. For this purpose he de- 
scends to earth and, under the name of Volse, 
unites himself with a mortal woman, who bears 
him the Volsung twins, Siegmund and Sieglinde. 
Bound by his oath to Fafner, Wotan may not openly 
assist Siegmund in the enterprise, but he dwells 
with him on the earth, and trains him in all manly 
exercises. Sieglinde is carried oflF by enemies and 
given as wife to Hunding, and Siegmund returning 
one day from the chase, finds his father gone, and 
nothing but an empty wolf-skin left in the hut. 
Alone he has to wage continual war with the enemies 
who surround him. One day, in defending a woman 
from wrong, he is overpowered by numbers, and 
losing his sword, has to fly for his life. With this 
"Die Walkiire" opens. A violent storm is raging 
when Siegmund reaches Hunding's hut. Exhausted 
by fatigue, he throws himself down by the hearth, 
and is soon fast asleep. Sieglinde entering, offers 
him food and drink. Soon Hunding appears, and, 
after hearing his guest's name and history, discovers 
in him a mortal foe. Nevertheless the rites of 
hospitality are sacred. He offers Siegmund shelter 
for the night, but bids him be ready at dawn to 
fight for his life. Left alone, Siegmund muses 
in the dying firelight on the promise made him 
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by his father, that at the hour of his direst need 
he should find a sword. His reverie is inter- 
rupted by the entrance of Sieglinde, who has 
drugged Hunding's night draught, and now urges 
Siegmund to flee. Each has read in the other's eyes 
the sympathy which is akin to love, and Siegmund 
refuses to leave her. Thereupon she tells him of a 
visit paid to the house upon the day of her marriage 
to Hunding by a mysterious stranger, who thrust 
a sword into the stem of the mighty ash-tree which 
supports the roof, promising it to him who could 
pull it out. Siegmund draws the sword (which 
he greets with the name of Nothung) in triumph 
from the tree, and the brother and sister, now knit 
by a yet closer tie, fall into each other's arms as 
the curtain falls. 

The scene of the next act is laid in a wild, moun- 
tainous region. Wotan has summoned his favourite 
daughter, the Valkyrie Briinnhilde, and directs her 
to protect Siegmund in the fight with Hunding 
which is soon to take place. Brunnhilde departs 
with her wild Valkyrie cry, and Fricka appears in 
a car drawn by two rams. She is the protectress of 
marriage rites, and comes to complain of Siegmund's 
unlawful act in carrying off Sieglinde. A long alter- 
cation ensues between the pair. In the end Fricka 
is triumphant. She extorts an oath from Wotan 
that he will not protect Siegmund, and departs 
satisfied. Brunnhilde again appears, and another 
interminable scene follows between her and Wotan. 
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The father of the gods is weighed down by the sense 
of approaching annihilation. He now realises that 
the consequences of his lawless lust of power are 
beginning to work his ruin. He tells Briinnhilde 
the whole story of his schemes to avert destruction 
by the help of Siegmund and the Valkyries, ending 
by commanding her, under dreadful penalties, to 
leave the Volsung hero to his fate. Siegmund and 
Sieglinde now appear, flying from the vengeful 
Hunding. Sieglinde's strength is almost spent, 
and she sinks exhausted in a death-like swoon. 
While Siegmund is tenderly watching over her, 
Briinnhilde advances. She tells Siegmund of his 
approaching doom, and bids him prepare for the 
delights of Valhalla. He refuses to leave Sieglinde, 
and, rather than that they should be separated, he 
is ready to plunge his sword into both their hearts. 
His noble words melt Briinnhilde's purpose, and, 
in defiance of Wotan's commands, she promises 
to protect him. Hunding's horn is now heard in 
the distance, and Siegmund leaves Sieglinde still 
unconscious and rushes to the encounter. Amid the 
gathering storm-clouds the two men meet upon a 
rocky ridge. Briinnhilde protects Siegmund with 
her shield, but just as he is about to deal Hunding 
a fatal blow, Wotan appears in thunder and light- 
ning and thrusts his spear between the combatants. 
Siegmund's sword shivers to fragments upon it, and 
Hunding strikes him dead. Briinnhilde hastily 
collects the splinters of the sword, and escapes with 

N 
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Sieglinde upon her horse, while Hunding falls dead 
before a contemptuous wave of Wotan's hand. 

The third act shows a rocky mountain-top in storm 
and tempest. One by one the Valkyries appear 
riding on their horses through the driving clouds. 
Last comes Brunnhilde, with the terrified and de- 
spairing Sieglinde. Sieglinde wishes to die, but 
Briinnhilde entreats her to live for the sake of her 
child that is to be, and giving her the splintered 
fragments of Siegmund's sword, bids her escape to 
the forest, where Fafner watches over his treasure. 
The voice of the wrathful Wotan is now heard in 
the distance. He appears, indignant at Briinnhilde's 
disobedience, dismisses the other Valkyries, and tells 
Briinnhilde what her punishment is to be. She is to 
be banished from the sisterhood of Valkyries, and 
Valhalla is to know her no more. Thrown into 
a deep sleep, she shall lie upon the mountain-top, 
to be the bride of the first man who finds and 
wakens her. Briinnhilde pleads passionately for 
a mitigation of the cmel sentence, or at least that 
a circle of fire shall be drawn around her resting- 
place, so that none but a hero of valour and deter- 
mination can hope to win her. Moved by her 
entreaties, Wotan consents. He kisses her fondly 
to sleep, and lays her gently upon a mossy couch, 
covered with her shield. Then he strikes the earth 
with his spear, calling on Loge. Tongues of fire 
spring up around them, and leaving her encircled 
with a rampart of flame, he passes from the mountain- 
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top with the words, " Let him who fears my spear- 
point never dare to pass through the fire." 

With " Die Walkure" the human interest of " Der 
Ring des Nibelungen " begins, and with it Wagner 
rises to greater heights than he could hope to 
reach in "Das Rheingold." In picturesque force 
and variety " Die Walkiire " does not yield to its 
predecessor, while the passion and beauty of the 
immortal tale of the Volsungs lifts it dramatically 
into a different world. " Die Walkure " is the most 
generally popular of the four works which make 
up Wagner's great Tetralogy, for the inordinate 
length of some of the scenes in the second act is 
amply atoned for by the immortal beauties of the 
first and third. Twenty years ago Wagner's enemies 
used to make capital out of the incestuous union of 
Siegmund and Sieglinde, but it is difficult to believe 
in the sincerity of their virtuous indignation. No 
sane person would conceivably attempt to judge 
the personages of the Edda by a modern code of 
ethics ; nor could any one with even a smattering 
of the details of Greek mythology affect to regard 
such a union as extraordinary, given the environ- 
ment in which the characters of Wagner's drama 
move. It may be noted in passing that "Die 
Walkure " is the latest of Wagner's works in which 
the traces of his earlier manner are still perceptible. 
For the most part, as in all his later works, the score 
is one vast many-coloured web of guiding themes, 
" a mighty maze, but not without a plan I " Here 
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and there, however, occur passages, soch as the 
Spring Song in the first act and the solemn melody 
which pervades Briinnhilde's interview with Siegmmid 
in the second, which, beantifal in themselves as 
they are, seem reminiscent ol earlier and simpler 
days, and scarcely harmonise with the colour scheme 
of the rest of the woric 

With ''Siegfried" the drama advances another 
stage. Many years have elapsed since the tragic 
close of "Die Walkiire." Sieglinde dragged her- 
self to the forest, and there died in giving birth to 
a son, who has been brought up by the dwarf 
Mime in the hope that when grown to manhood 
he may slay the dragon and win for him the Nibe- 
lung treasure. The drama opens in Mime's hut 
in the depth of the forest. The dwarf is engaged 
in forging a sword for Siegfried, complaining the 
while that the ungrateful boy always dashes the 
swords which he makes to pieces upon the anvil 
as though they were toys. Siegfried now comes 
in, blithe and boisterous, and treats Mime's new 
sword like its predecessors, blaming the unfortu- 
nate smith for his incompetence. Mime reproaches 
Siegfried for his ingratitude, reminding him of the 
care with which he nursed him in childish days. 
Siegfried cannot believe that Mime is his father, 
and in a fit of passion forces the dwarf to tell 
him the real story of his birth. Mime at length 
reluctantly produces the fragments of Siegmund's 
sword, and Siegfried, bidding him forge it anew. 
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rushes out once more into the forest. The dwarf 
is settling down to his task, when his solitude is 
disturbed by the advent of a mysterious stranger. 
It is Wotan, disguised as a wanderer, who has visited 
the earth to watch over the ofifspring of his Volsung 
son, and see how events are shaping themselves 
with regard to the Nibelung treasure. The scene 
between him and Mime is exceedingly long, and, 
though of the highest musical interest and beauty, 
does very little to advance the plot. The god and 
the dwarf ask each other a series of riddles, each 
staking his head upon the result. Mime breaks 
down at the question, " Who is to forge the sword 
Nothung anew ? " Wotan tells him the answer, " He 
who knows not fear," and departs with the con- 
temptuous reminder that the dwarf has forfeited 
his head to the fearless hero. Siegfried now returns, 
and is very angry when he finds that Mime has 
not yet forged the sword. The frightened dwarf 
confesses that the task is beyond his powers, and 
finding that Siegfried does not know what fear is, 
tells him to forge his sword for himself. Siegfried 
then proceeds to business. He files the pieces to 
dust and melts them in a melting-pot, singing a 
wild song as he fans the flames with a huge 
bellows. Next he pours the melted steel into a 
mould and plunges it into water to cool, heats 
it red-hot in the furnace, and lastly hammers it 
on the anvil. When all is finished he brandishes 
the sword, and, to the mingled terror and delight 
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of Mime, with one mighty stroke cleaves the anvil 
in twain. 

The next act shows a glen in the gloomy forest 
close to Fafner's lair. Alberich is watching in the 
darkness, in the vain hope of finding an opportunity 
of recovering his lost treasure. . Wotan appears, 
and taunts him with his impotence, telling him 
meanwhile of Siegfried's speedy arrival. Mime 
and Siegfried soon appear. The dwarf tries to 
excite the feeling of fear in Siegfried's bosom by 
a bloodcurdling description of the terrible dragon, 
but finding it useless, leaves Siegfried at the mouth 
of Fafner's cave and retires into the brake. Left 
alone, Siegfried yields to the fascination of the 
summer woods. Round him, as he lies beneath a 
giant linden-tree, the singing of birds and the 
murmur of the forest blend in a mysterious sym- 
phony. His thoughts fly back to his dead mother 
and his lonely childhood. But his reverie is in- 
terrupted by the awakening of Fafner, who resents 
his intrusion. Siegfried boldly attacks his terrible 
foe, and soon puts an end to him. As he draws 
his sword from the dragon's heart, a rush of blood 
wets his hand. He feels it burn, and involuntarily 
puts his hand to his lips. Forthwith, by virtue of 
the magic power of the blood, he understands the 
song of the birds, and as he listens he hears the 
warning voice of one of them in the linden-tree 
telling him of the Tarnhelm and the ring. Armed 
with these he comes forth from the dragon's cave. 
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to find Mime, who has come to offer him a draught 
from his drinking horn after his labours. But the 
dragon's blood enables him to read the thoughts 
in the dwarf's heart under his blandishing words. 
The draught is poisoned, and Mime hopes by slaying 
Siegfried to gain the Nibelung hoard. With one 
blow of his sword Siegfried slays the treacherous 
dwarf, and, following his friendly bird, hastens 
away to the rock where Briinnhilde lies within the 
flaming rampart awaiting the hero who shall re- 
lease her. 

The third act represents a wild landscape at the foot 
of Briinnhilde's rock. Wotan once more summons 
Erda, and bids her prophesy concerning the doom of 
the gods. She knows nothing of the future, and 
Wotan professes himself resigned to hand over his 
sovereignty to the youthful Siegfried, who shall 
deliver the world from Alberich's curse. Erda 
sinks once more into her cavern, and Siegfried 
appears, led by the faithful bird. Wotan attempts 
to bar his passage, but Siegfried will brook no inter- 
ference, and he shivers Wotan's spear (the emblem of 
the older rule of the gods) with a blow of his sword. 
Gaily singing, he passes up through the fire, and finds 
Briinnhilde asleep upon her rock. Love teaches 
him the fear which he could not learn from Fafner. 
He awakens the sleeper, and would clasp her in 
his arms, but Briinnhilde, who fell asleep a goddess, 
knows not that she has awaked a woman. She 
flies from him, but his passion melts her, and. 
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her godhead slipping from her, she yields to his 
embrace. 

" Siegfried," as has been happily observed, is the 
Scherzo of the great Nibelungen symphony. After 
the sin and sorrow of " Die Walkiire " the change 
to the free life of the forest and the boyish inno- 
cence of the youthful hero is doubly refreshing. 
" Siegfried " is steeped in the spirit of youth. There 
breathes through it the freshness of the early world. 
Wagner loved it best of his works. He called it 
" the most beautiful of my life's dreams." Though 
less stirring in incident than " Die Walkure," it is 
certainly more sustained in power. It is singularly 
free from those lapses into musical aridity which 
occasionally mar the beauty of the earlier work. If 
the poem from time to time sinks to an inferior level 
— as, for instance, in the long and, to the ordinary 
mind, rather foolish scene in the first act, between 
Wotan and Mime — the music is instinct with so much 
resource and beauty that there can be no question of 
dulness. In "Siegfried," in fact, Wagner's genius 
reached its zenith. In power, picturesqueness, and 
command of orchestral colour and resource, he never 
surpassed such scenes as the opening of the third act, 
or Siegfried's scaling of Brunnhilde's rock. It is 
worth remarking that an interval of twelve years 
elapsed between the composition of the second and 
third acts of "Siegfried." In 1857, although "Der 
Ring des Nibelungen " was well advanced towards 
completion, Wagner's courage gave way. The possi- 



WAGNER'S LATER WORKS 201 

bility of seeing his great work performed seemed so 
terribly remote, that he decided for the time being to 
abandon it and begin on a work of more practicable 
dimensions. In 1869 King Ludwig of Bavaria in- 
duced him to return to the attack, and with what 
delight he did so may easily be imagined. At first 
sight it seems strange that there should be such 
complete harmony between the parts of the work, 
which were written at such different times. The 
explanation of course lies in the firm fabric of 
guiding themes, which is the sure foundation upon 
which the score of "Siegfried" is built. Had 
Wagner trusted merely to the casual inspiration 
of the moment, it is possible that the new work 
would have harmonised but ill with the old ; as 
it was, he had but to gather up the broken threads 
of his unfinished work to find himself once more 
under the same inspiration as before. His theory 
still held good ; his materials were the same ; he had 
but to work under the same conditions to produce 
work of the same quality as before. 

In " Gotterdammerung " we leave the cool forest 
once more for the haunts of men, and the sinless 
innocence of youth for envy, malice, and all un- 
charitableness. The Prologue takes us once more 
to the summit of Briinnhilde's rock. There, in the 
dim grey of early dawn, sit the three Norns, un- 
ravelling from their thread of gold the secrets of the 
present, past, and future. As the morning dawns 
the thread snaps, and they hurry away. In the 
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broadening light of day Siegfried and Briinnhilde 
appear. The Valkyrie has enriched her husband 
from her store of hidden wisdom, and now sends 
him forth in quest of new adventure. She gives 
him her shield and Grane, her horse, and he in 
turn gives her his ring, as a pledge of his love 
and constancy. He hastens down the side of the 
mountain, and the note of his horn sounds fainter 
and fainter as he takes his way across the Rhine. 

The first act shows the hall of the castle of the 
Gibichungs near the Rhine. Here dwell Gunther 
and his sister Gutrune, and their half-brother Hagen, 
whose father was the Nibelung Alberich. Hagen 
knows the story of the ring, and that its present 
possessor is Siegfried, and he devises a crafty 
scheme for getting Siegfried into his power. 
Gunther is still unmarried, and, fired by Hagen's 
tale of the sleeping Valkyrie upon the rock of fire, 
yearns to have Briinnhilde for his wife. Hagen 
therefore proposes that Gutrune should be given 
to Siegfried, and that the latter, who is the only 
hero capable of passing through the fire, should 
in return win Briinnhilde for Gunther. In the 
nick of time Siegfried arrives. Hagen brews him 
a magic potion, by virtue of which he forgets all 
his former life, and his previous love for Briinnhilde 
is swallowed up in a burning passion for Gutrune. 
He quickly agrees to Hagen's proposal, and assuming 
the form of Gunther by means of the Tarnhelm, he 
departs once more for Brunnhilde's rock. Mean- 
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while Brunnhilde sits at the entrance to her cave 
upon the fire-girt cliff, musing upon Siegfried's ring. 
Suddenly she hears the old well-known Valkyrie 
war-cry echoing down from the clouds. It is her 
sister Waltraute, who comes to tell her of the gloom 
that reigns in Valhalla, and to entreat her to give up 
the ring once more to the Rhine-maidens, that the 
curse may be removed and that the gods may not 
perish. Brunnhilde, however, treasures the symbol 
of Siegfried's love more than the glory of heaven, 
and refuses to give it up. She defies the gods, and 
Waltraute takes her way sadly back to Valhalla. 
Now Siegfried's horn sounds in the distance far 
below. Brunnhilde hurries to meet him, and is 
horrified to see, not her beloved hero, but a stranger 
appear upon the edge of the rocky platform. The 
disguised Siegfried announces himself as Gunther, 
and after a struggle overcomes Briinnhilde's resist- 
ance and robs her of the ring. This reduces her 
to submission ; he bids her enter her chamber and 
follows her, first drawing his sword, which is to lie 
between them, a proof of his fidelity to his friend. 

The second act begins with the appearance of 
Alberich, who comes to incite his son Hagen to 
further efforts to regain the ring. Siegfried appears, 
and announces the speedy arrival of Gunther and 
Brunnhilde. Hagen thereupon collects the vassals, 
and tells them the news of their lord's approaching 
marriage, which is received with unbounded delight. 
Briinnhilde's horror and amazement at finding Sieg- 
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fried in the hall of the Gibichungs, wedded to Gutrune 
and with the ring so lately torn from her upon his 
finger, are profound. She accuses him of treachery, 
declaring that she is his real wife. Siegfried, for 
whom the past is a blank, protests his innocence, 
declaring that he has dealt righteously with Gunther 
and not laid hands upon his wife. Briinnhilde, 
however, convinces Gunther of Siegfried's deceit, 
and together with Hagen they agree upon his 
destruction. 

The scene of the third act is laid in a forest on 
the banks of the Rhine. The three Rhine-maidens 
are disporting themselves in the river while they 
lament the loss of their beautiful treasure. Siegfried, 
who has strayed from his companions in the chase, 
now appears, and they beg him for the ring upon 
his finger, at first with playful banter, and afterwards 
in sober earnest, warning him that if he does not 
give it back to them he will perish that very day. 
He laughs at their womanly wiles, and they vanish 
as his comrades appear. After the mid-day halt, 
Siegfried tells Gunther and his vassals the story of 
his life. In the midst of his tale Hagen gives him 
a potion which restores his faded memory. He 
tells the whole story of his discovery of Briinnhilde, 
and his marriage with her, to the horror of Gunther. 
At the close of his tale, two ravens, the birds of 
Wotan, fly over his head. He turns to look at 
them, and Hagen plunges his spear into his back. 
The vassals, in silent grief, raise the dead body 
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upon their shields, and carry it back to the castle 
through the moonlit forest, to the immortal strains 
of the Funeral March. 

At the castle Gutrune is anxiously waiting for 
news of her husband. Hagen tells her that he has 
been slain by a boar. The corpse is brought in 
and set down in the middle of the hall, amidst the 
wild lamentations of the widowed Gutrune. Hagen 
claims the ring, and stabs Gunther, who tries to 
prevent his taking it ; but as he grasps at it, Sieg- 
fried's hand is raised threateningly, and Hagen sinks 
back abashed. Brunnhilde now comes in, sorrowful 
but calm. She understands the whole story of Sieg- 
fried's unwitting treachery, and has pardoned him 
in his death. She thrusts the weeping Gutrune 
aside, claiming for herself the sole right of a wife's 
tears. The vassals build a funeral pyre, and place 
the body of Siegfried upon it. Brunnhilde takes 
the ring from his finger, and with her own hand 
fires the wood. She then leaps upon her horse 
Grane and with one bound rides into the towering 
flames. The Rhine, which has overflowed its banks, 
now invades the hall. Hagen dashes into the flood 
in search of the ring, but the Rhine-maidens have 
been before him. Flosshilde, who has rescued the 
ring from the ashes of the pyre, holds it exultingly 
aloft, while Wellgunde and Woglinde drag Hagen 
down to the depths. Meanwhile a ruddy glow has 
overspread the heavens behind. Valhalla is burn- 
ing, and the gods in calm resignation await their 
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final annihilation. The old order yields, giving 
place to the new. The ancient heaven, sapped by the 
lust of gold, has crumbled, and a new world founded 
upon self-sacrificing love rises from its ashes to usher 
in the era of freedom. 

" Gotterdammerung " is prevented by its porten- 
tous length from ever becoming popular to the 
same extent as Wagner's other works, but it contains 
some of the noblest music he ever wrote. The 
final scene, for sublimity of conception and grandeur 
of execution, remains unequalled in the whole series 
of his writings. It fitly gathers together the many 
threads of that vast fabric, "Der Ring des Nibe- 
lungen." Saint Saens says of it that ''from the 
elevation of the last act of ' Gotterdammerung,' the 
whole work appears, in its almost supernatural 
grandeur, like the chain of the Alps seen from the 
summit of Mont Blanc," 

The literature of " Der Ring des Nibelungen " is 
already very large, and not a year passes without 
some addition to the long catalogue of works 
dealing with Wagner's mighty drama. Readers 
desirous of studying the Tetralogy more closely, 
whether from its literary, ethical, or musical side, 
must refer to one or more of the many handbooks 
devoted to its elucidation for criticism on a more 
elaborate scale than is possible within the narrow 
limits of such a work as the present. 

It has already been related how Wagner broke 
off, when midway through "Der Ring des Nibe- 
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lungen," and devoted himself to the composition 
of a work of more conventional dimensions. The 
latter was " Tristan und Isolde." Produced as it was 
in 1865, four years before "Das Rheingold," it was 
the first of Wagner's later works actually to see the 
light. Round its devoted head, therefore, the war of 
controversy raged more fiercely than in the case 
of any of Wagner's subsequent works. Those days 
are long past, and "Tristan" is now universally 
accepted as a work of supreme musical loveliness, 
although the lack of exciting incident in the story 
must always prevent the profanum vulgus from 
sharing the musician's rapture over the deathless 
beauties of the score. 

Isolde, the daughter of the King of Ireland, is 
sought in marriage by Marke, the King of Cornwall, 
and Tristan, his nephew, has been sent to bring the 
princess to England. Before the beginning of the 
drama Tristan had slain Morold, Isolde's lover, and 
sent his head to Ireland in place of the tribute due 
from Cornwall. He himself had been wounded in 
the fight, and when washed by the tide upon the 
shores of Ireland, had been tended by Isolde. To 
conceal his identity he assumed the name of Tantris, 
but Isolde had recognised him by a notch in his 
sword, which corresponded with a splinter which 
she had found imbedded in Morold's head. Find- 
ing the murderer of her lover in her power, her first 
impulse had been to slay him, but as she lifted the 
sword she found that love had conquered hate, and 
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she let Tristan depart nnscathf^. When he retomed 
as the ambassador of his ancle, her love changed to 
indignation that he who had won her heart should 
dare to woo her for another. The scene of the first 
act is laid on board the vessel iriiich is conveying her 
to ComwalL She vows never to become the bride of 
Marke, and opening a casket of magic vials, bids 
Bran^ne, her attendant, pom* one which contains 
a deadly poison into a goblet Then she smnmons 
Tristan from his place at the helm, and bids him 
share the draught with her. Tristan gladly obeys, 
for he loves Isolde passionately, and prefers death 
to a life of hopeless yearning. But Brangane has 
substituted a love philtre for the poison, and the 
lovers, instead of the pangs of death, feel themselves 
overmastered by an irresistible wave of passion. As 
the shouts of the sailors announce the arrival of the 
ship, Tristan and Isolde meet in a long embrace. 

The second act is practically one vast love duet. 
Isolde is waiting in the castle garden, listening to 
the distant horns of the King's hunting-party, and 
longing for the approach of night, when she may 
meet her lover. In spite of the entreaties of Bran- 
gane, she extinguishes the torch which is to be the 
signal to Tristan, and soon she is in his arms. In 
a tender embrace they sink down among the flowers 
of the garden, murmuring their passion in strains of 
enchanting loveliness. Brangane's warning voice 
falls upon unheeding ears. The King, followed by 
his attendants, rushes in, and overwhelmed with 
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sorrow and shame, reproaches his nephew for his 
treachery. Tristan can only answer by calling 
upon Isolde to follow him to death, whereupon 
Melot, one of the King's men, rushes forward, 
crying treason, and stabs him in the breast. 

In the last act Tristan is lying wounded and 
unconscious in his Burg in Brittany, tended by 
Kurwenal, his faithful squire. He is roused by 
the news of Isolde's approach, and as her ship 
comes in sight he rises from his couch and in 
wild delirium tears the bandages from his wounds. 
Isolde rushes in in time to receive his parting sigh. 
As she bends over his lifeless body, another ship 
is seen approaching. It is the King, come not to 
chide but to pardon. Kurwenal, however, does 
not know this, and defends his master's castle with 
the last drop of his blood, dying at last at Tristan's 
feet, while Isolde chants her death-song over the 
fallen hero in strains of celestial loveliness. 

"Tristan und Isolde" is the "Romeo and Juliet" 

of music. Never has the poetry and tragedy of love 

been set to music of such resistless beauty. But 

love, though the guiding theme of the work, is not 

the only passion that reigns in its pages. The 

haughty splendour of Isolde's injured pride in the 

first act, the beautiful devotion of the faithful 

Kurwenal, and the blank despair of the dying 

Tristan, in the third, are depicted with a magical 

touch. 

Some years ago it was the fashion, among the 

O 
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more uncompromising adherents of Wagner, to 
speak of "Tristan und Isolde" as the completest 
exposition of their master's theories, because the 
chorus took practically no share in the development 
of the drama. Many musicians, on the other hand, 
have felt Wagner's wilful avoidance of the possi- 
bilities of choral effect to detract seriously from the 
musical interest of the opera, and for that reason 
have found " Tristan und Isolde " less satisfying as 
a work of art than "Parsifal" or "Die Meister- 
singer," in which the chorus takes its proper place. 
It is scarcely necessary to point out that, Opera 
being in the first instance founded upon pure con- 
vention, there is nothing more illogical in the 
judicious employment of the chorus than in the 
substitution of song for speech, which is the essence 
of the art-form. 

Wagner's one comic opera was born under a 
lucky star. Most of his operas had to wait many 
years for production, but the kindly care of Ludwig 
of Bavaria secured the performance of " Die Meister- 
singer" a few months after the last note had been 
written. Unlike many of his other masterpieces, 
too, "Die Meistersinger " was a success from the 
first. There were critics, it is true, who thought 
the opera "a monstrous caterwauling," but it had 
not to wait long for general appreciation, and per- 
formances in Berlin, Vienna, and Dresden soon 
followed the initial one at Munich. 

The scene of "Die Meistersinger" is laid in 
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sixteenth-century Nuremberg. Walther von Stolzing, 
a young Franconian knight, loves Eva, the daughter 
of Pogner the goldsmith ; but Pogner has made up 
his mind that Eva shall marry none but a Master- 
singer, that is to say, a member of the guild devoted 
to the cultivation of music and poetry, for which the 
town was famous. Eva, on the contrary, is deter- 
mined to marry no one but Walther, and tells him so 
in a stolen interview after service in St. Catherine's 
Church. It remains therefore for Walther to qualify 
as a master, and David, the apprentice of Hans Sachs 
the cobbler, the most popular man in Nuremberg, 
is bidden by his sweetheart Magdalena, Eva's ser- 
vant, to instruct the young knight in the hundred 
and one rules which beset the singer's art. The 
list of technicalities which David rattles off fills 
Walther with dismay, and he makes up his mind 
to trust to his native inspiration. The Mastersingers 
now assemble, and Pogner announces that Eva's 
hand is to be the prize of the singing contest next 
day. Walther now steps forward as a candidate for 
admission to the guild. First, he must sing a trial 
song, and Beckmesser, the malicious little ape of a 
town-clerk, is appointed marker, to sit in a curtained 
box and note down upon a slate every violation of 
the rules of singing which may occur in the candi- 
date's song. Walther sings from his heart of love 
and spring. The untutored loveliness of his song 
fills the hide-bound Mastersingers with dismay, and 
Beckmesser's slate is soon covered. Walther, angry 



212 THE OPERA 

and defeated, rushes out in despair, and the assembly 
breaks up in confusion. Only the genial Hans Sachs 
finds truth and beauty in the song, and cautions his 
colleagues against hasty judgment. 

The scene of the second act is at a delightfully 
picturesque street-corner. Sachs is musing before 
his shop-door when Eva comes to find out how 
Walther fared before the Mastersingers. Hans tells 
her of his discomfiture, and, by purposely belittling 
the knight's claims to musicianship, discovers what 
he had before suspected, that she loves him. Sachs 
loves Eva himself, but finding out the state of her 
affections, nobly determines to help her to win the 
man of her heart. Walther now comes to meet his 
love, and full of resentment against the Masters, pro- 
poses an elopement. Eva readily agrees, but Sachs, 
who has overheard them, frustrates the scheme by 
opening his window and throwing a strong light 
upon the street by which they would have to pass. 
Beckmesser, lute in hand, now comes down the 
street and begins a serenade under Eva's window. 
Sachs drowns his feeble piping with a lusty carol, 
hammering away meanwhile at a pair of shoes 
which he must finish that night for Beckmesser to 
wear on the morrow. Beckmesser is in despair. 
Finally they come to an arrangement. Beckmesser 
shall sing his song, and Sachs shall act as " marker," 
noting every technical blunder in the words and 
tune with a stroke of his hammer. The result is 
such a din as disturbs the slumbers of the neigh- 
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hours. David, the apprentice, comes out and re- 
cognises his sweetheart Magdalena at Eva's window. 
He scents a rival in Beckmesser, and begins lustily 
to cudgel the unfortunate musician. Soon the 
street fills with townsfolk and apprentices, all crying 
and shouting together. Eva and Walther, under 
cover of the uproar, are making their escape, when 
Sachs, who has been on the watch, steps out and 
stops them. He bids Eva go home, and takes 
Walther with him into the house. Suddenly the 
watchman's horn is heard in the distance. Every 
one rushes off, and the street is left to the quiet 
moonlight and the quaint old watchman, who paces 
up the street solemnly proclaiming the eleventh 
hour. 

In the third act we find Sachs alone in his room, 
reading an ancient tome, and brooding over the 
follies of mankind. David interrupts him with con- 
gratulations on his birthday, and sings a Choral 
in his honour. Walther now appears, full of a 
wonderful dream he has had Sachs makes him 
sing it, and writes down the words on a piece 
of paper. After they have gone out, Beckmesser 
creeps in, very lame and sore after his nighf s cud- 
gelling. He finds the paper and appropriates it. 
Sachs comes in and discovers the theft, but tells Beck- 
messer he may keep the poem. The latter is over- 
joyed at getting hold of a new song, as he supposes, 
by Sachs, and hurries off to learn it in time for the 
contest. Eva now comes in under the pretence of 
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something amiss with one of her shoes, and, while 
Sachs is setting it right, Walther sings her the last 
verse of his dream-song. The scene culminates in 
an exquisite quintet in which David and Magdalena 
join, after which they all go off to the festivities 
in a meadow outside the town. There, after much 
dancing and merry-making, the singing contest 
comes off. Beckmesser tries to sing Walther's 
words to the melody of his own serenade, the 
result being such indescribable balderdash that the 
assembled populace hoots him down, and he rushes 
off in confusion. Walther's turn then comes, and 
he sings his song with such success that the prize 
is awarded to him with acclamation. He wins 
his bride, but he will have nothing to say to the 
Mastersingers and their pedantry, until Hans Sachs 
has shown him that in them lies the future of 
German art. 

Although it contains comic and even farcical 
scenes, " Die Meistersinger " is in fact not so much 
a comedy as a satire, with a vein of wise and tender 
sentiment running through it. It has also to a 
certain extent the interest of autobiography. It is 
not difficult to read in the story of Walther's struggles 
against the prejudice and pedantry of the Master- 
singers a suggestion of Wagner's own life-history, 
and if Beckmesser represents the narrow malice of 
critics who are themselves composers — and these 
were always Wagner's bitterest enemies — Sachs may 
stand for the enlightened public, which was the first 
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to appreciate the nobility of the composer's aim. 
It is not surprising that "Die Meistersinger " was 
one of the first of Wagner's mature works to win 
general appreciation. The exquisite songs, some 
of them easily detachable from their context, scat- 
tered lavishly throughout the work, together with 
the important share of the music allotted to the 
chorus, constitute a striking contrast to '* Tristan und 
Isolde " or " Der Ring des Nibelungen." It has been 
suggested that this was due to a half-unconscious 
desire on Wagner's part to write music which should 
appeal more to the popular ear than was possible 
in " Tristan und Isolde." One of the most striking 
features of the opera is the mastery with which 
Wagner has caught and reproduced the atmosphere 
of sixteenth-century Nuremberg without sacrificing 
a jot of the absolute modernity of his style. " Die 
Meistersinger" yields to none of the composer's 
work in the complexity and elaboration of the 
score — indeed, the prelude may be quoted as a 
specimen of Wagner's command of all the secrets 
of polyphony at its strongest and greatest. 

" Parsifal," Wagner's last, and, in the opinion of 
many, his greatest work, was produced in 1882 at 
the Festspielhaus in Bayreuth. The name by which 
the composer designated his work, Buhnenweikfest" 
sptelf which may be translated "Sacred Festival 
Drama," sufficiently indicates its solemn import, 
and indeed both in subject and treatment it stands 
remote from ordinary theatrical standards. The 
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subject of " Parsifal " is drawn from the legends of 
the Holy Grail, which had already furnished him 
with the tale of " Lohengrin." Titurel, the earthly 
keeper of the Holy Grail, has built the castle of 
Monsalvat, and there established a community of 
stainless knights to guard the sacred chalice, who 
in their office were miraculously sustained by its 
life-giving power. Growing old, he has delegated 
his headship to his son Amfortas. Near to the 
castle of Monsalvat dwells the magician Klingsor, 
who, having in vain solicited entry to that pure 
company, is now devoted to the destruction of the 
knights. He has transformed the desert into a 
garden of wicked loveliness, peopled by beautiful 
sirens, through whose charms many of the knights 
have already fallen from their state of good. Lastly, 
Amfortas, sallying forth in the pride of his heart 
to subdue the sorcerer, armed with the sacred spear 
that clove the Saviour's side, has succumbed to the 
charms of the beauteous Kundry, a strange being 
over whom Klingsor exercises an hypnotic power, 
and not only lost the spear, but himself sustained 
a grievous wound from its point dealt by Klingsor, 
which no balm or balsam can heal. 

The first scene opens in a cool woodland glade near 
the castle of Monsalvat, where Gurnemanz, one of 
the knights, and two young esquires of the Grail are 
sleeping. Their earnest converse is interrupted by 
Kundry, who flies in with a healing medicine for the 
wounded King, which she has brought from Arabia. 
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This strange woman is that Herodias who laughed 
at our Saviour upon the Cross, and thenceforth was 
condemned to wander through the world under a 
curse of laughter, praying only for the gift of tears to 
release her weary soul. Klingsor has gained a magic 
power over her, and, to use the language of modern 
theosophy, can summon her astral shape at will to 
be the queen of his enchanted garden, leaving her 
body stark and lifeless ; but when not in his power 
she serves the ministers of the Grail in a wild, petu- 
lant, yet not wholly unloving manner. Gurnemanz 
tells the young esquires the story of the Grail, and 
together they repeat the prophecy which promises 
relief to their suffering King : — 

Wise through pity, 
The sinless fool. 
Look thou for him 
Whom I have chosen. 

Their words are interrupted by loud cries from 
without, and several knights and esquires rush in, 
dragging Parsifal with them, who has slain one of the 
sacred swans with his bow and arrow. Gurnemanz 
protects Parsifal from their violence, and seeing that 
the youth, who has lived all his life in the woods, is 
as innocent as a child, leads him up to the castle of 
the Grail, in the hope that he may turn out to be the 
sinless fool of the prophecy. In the vast hall of 
the Grail the knights assemble, and fulfil the mystic 
rites of the love-feast. Amfortas, the one sinner in 
that chaste community, pleads to be allowed to 
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for^o his task of uncovering the Grail, the source 
to him of hear tb urning remorse and anguish ; but 
Tfturel, ^)eaking from the tomb where he lies be- 
tween life and death, sustained only by the miracu- 
lous power of the Grail, urges his son to the duty. 
Amf ortas uncovers the Grail, which is iUumined with 
unearthly light, and the solemn ceremony closes in 
peace and brotherly love. Parsifal, who has watched 
the whole scene from the side, feels a strange pang 
of sympathy at Amfortas's passionate cry, but as yet 
he does not understand what it means. He is not 
yet ''wise through pity," and Gumemanz, disap- 
pointed, turns him from the temple door. 

In the second act we are in Klingsor^s magic 
castle. The sorcerer, knowing of the approach of 
Parsifal, summons Kundry to her task, and with 
many sighs she has to submit to her master. Par- 
sifal vanquishes the knights who guard the castle, 
and enters the enchanted garden, a wilderness of 
tropical flowers, vast in size and garish in colour. 
There he is saluted by troops of lovely maidens, 
who play around him until dismissed by a voice 
sounding from a network of flowers hard by. 
Parsifal turns and sees Kundry, now a woman of 
exquisite loveliness, advancing towards him. She 
tells him of his dead mother, and drawing him 
towards her, presses upon his lips the first kiss of 
love. The touch of defilement wakens him to a 
sense of human frailty. The wounded Amfortas's 
cry becomes plain to him. He starts to his feet, 
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throbbing with compassion for a world of sin. No 
thought of sensual pleasure moves him. He puts 
Kundry from him, and her endearments move him 
but to pity and horror. Kundry in her discom- 
fiture cries to Klingsor. He appears on the castle 
steps, brandishing the sacred spear. He hurls it 
at Parsifal, but it stops in the air over the boy's 
head. He seizes it and with it makes the sacred 
sign of the Cross. With a crash the enchanted 
garden and castle fall into ruin. The ground is 
strewn with withered flowers, among which Kundry 
lies prostrate, and all that a moment before was 
bright with exotic beauty now lies a bare and desert 
waste. 

Many years have passed before the third act 
opens. Evil days have fallen upon the brotherhood 
of the Grail. Amfortas, in his craving for the release 
of death, has ceased to uncover the Grail. Robbed 
of their miraculous nourishment, the knights are 
sunk in dejection. Titurel is dead, and Gurnemanz 
dwells in a little hermitage in a remote part of the 
Grail domain. There one morning he finds the 
body of Kundry cold and stiff. He chafes her to 
life once more, and is surprised to see in her face 
and gestures a new and strange humility. A warrior 
now approaches clad in black armour. It is Parsifal 
returned at length after long and weary wanderings. 
Gurnemanz recognises the spear which he carries, 
and salutes its bearer as the new guardian of the 
Grail. He pours water from the sacred spring 
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upon Parsifal's head, sahitiiig him in token erf ancHnl- 
ment, while Kondry washes his feet and wipes them 
with her hair. The first act erf Parsifal in his new 
office is to baptize the regenerate Kundry, redeemed 
at length by love from her perpetual corse. Bowing 
her head upon the earth, she weeps tears of repentant 
joy. The three now proceed to the temple, where 
the knights are gathered for Titurel's buriaL Am- 
fortas still constantly refuses to uncover the Grail, 
and calls upon the knights to slay him. P^irsifal 
touches his wound with the sacred spear, and then 
taking his place, unveils the sacred chalice, and 
kneek before it in silent prayer. Once more the 
sacred glow iUumines the Grail, and while Parsifal 
gently waves the mystic cup from side to side, in 
token of benediction alike to the pardoned Amfortas 
and the ransomed Kundry, a snowy dove flies down 
from above, and hovers over his anointed head. 

It would be in vain to attempt to treat, within 
the restricted limits of these pages, of the manifold 
beauties of " Parsifal," musical, poetical,and scenical. 
Many books have already been devoted to it alone, 
and to these the reader must be referred for a 
subtler analysis of this extraordinary work. It is 
difficult to compare " Parsifal " with any of Wagner's 
previous works. By reason of its subject it stands 
apart, and performed as it is at Bayreuth, and there 
alone, with the utmost splendour of mounting, inter- 
preted by artists devoted heart and soul to its cause, 
and listened to by an audience of the elect assembled 
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from the four corners of the earth, ''Parsifal/' so 
to speak, is as yet surrounded by a halo of almost 
unearthly splendour. It is difficult to apply to it 
the ordinary canons of criticism. One thing, how- 
ever, may safely be said, that it stands alone 
among works written for theatrical performance 
by reason of its absolute modernity coupled with 
a mystic fervour such as music has not known 
since the days of Palestrina. 

Of Wagner's work as a whole it is as yet too 
early to speak with certainty. The beauty of his 
works, and the value of the system upon which they 
are founded, must still be to a certain extent a 
matter of individual taste. One thing, at any rate, 
may safely be said : he has altered the whole course 
of modern Opera. It is inconceivable that a work 
should now be written without traces more or less 
important of the musical system founded and de- 
veloped by Richard Wagner. 



CHAPTER XI 

MODERN PRANCE 

GOUNOD— THOMAS— BIZET— SAINT SAENS— REYER— 

MASSENET— BRUNEAU. 

If one were bent upon paradox, it would not be 
far from the truth to say that up to the middle of 
the nineteenth century the most famous French com- 
posers had been either German or Italian. Certainly 
if Lulli, Gluck, Rossini and Meyerbeer — to name 
only a few of the distinguished aliens who settled 
in Paris — had never existed, French Opera of the 
present day would be a very different thing from 
what it actually is. Yet in spite of the strangely 
diverse personalities of the men who had most in- 
fluence in shaping its destiny, modern French Opera 
is an entity remarkable for completeness and homo- 
geneity, fully alive to tendencies the most advanced, 
yet firmly founded upon the solid traditions of the 
past. 

Gounod (1818-1893) was trained in the school of 
Meyerbeer, but his own personal sympathies drew 
him rather towards the serene perfection of Mozart. 
The pure influence of that mighty master, combined 
with the strange combination of sensuousness and 
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mysticism which was the distinguishing trait of 
his own character, produced a musical personality 
of high intrinsic interest, and historically of great 
importance to the development of music. If not 
the actual founder of modern French Opera, Gounod 
is at least the source of its most pronounced char- 
acteristics. 

His first opera, " Sapho " (1851), a graceful version 
of the immortal story of the Lesbian poetess's love 
and death, has never been really popular, but it is 
interesting as containing the germs of much that 
afterwards became characteristic in Gounod's style. 
In the final scene of Sappho's suicide, the young com- 
poser surpassed himself, and struck a note of sensuous 
melancholy which was new to French Opera. " La 
Nonne Sanglante," his next work, was a failure ; but 
in " Le M^decin malgr^ lui," an operatic version of 
Molifere's comedy, he scored a success. This is a 
charming little work, instinct with a delicate flavour 
of antiquity, but lacking in comic power. It has 
often been played in England as " The Mock 
Doctor." Sganarelle is a drunken woodcutter, who 
is in the habit of beating his wife Martine. She 
is on the look-out for a chance of paying him back 
in his own coin. Two servants of G^ronte, the 
Crcesus of the neighbourhood, appear in search of 
a doctor to cure their master's daughter Lucinde, 
who pretends to be dumb in order to avoid a 
marriage she dislikes. Martine sends them to the 
place where her husband is at work, telling them 
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that they will find him an able doctor. She adds 
that he has one peculiarity, namely, that he will 
not own to his profession unless he is soundly 
thrashed. Under the convincing arguments of the 
two men, Sganarelle admits that he is a doctor, and 
follows them to their master's house. L^andre, 
Lucinde's lover, persuades him to smuggle him into 
the house as an apothecary. The two young people 
with Sganarelle's help contrive an elopement, but 
when the marriage is discovered, G6ronte visits his 
wrath upon the mock doctor, and is only pacified 
by the news that L^andre has just inherited a 
fortune. 

The year 1859 saw the production of "Faust," 
the opera with which Gounod's name is princi- 
pally associated. The libretto^ by MM. Barbier 
and Carr6, does not of course claim to repre- 
sent Goethe's play in any way. The authors had 
little pretension to literary skill, but they knew 
their business thoroughly. They fastened upon 
the episode of Gretchen, and threw all the rest 
overboard. The result was a well-constructed and 
thoroughly comprehensible libretto^ with plenty of 
love-making and floods of cheap sentiment, but 
as different in atmosphere and suggestion from 
Goethe's mighty drama as could well be imagined. 

The first act shows us Faust as an old man, 
sitting in his study weary and disappointed. He 
is about to end his troubles and uncertainty in 
death, when an Easter hymn sung in the distance 
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by a chorus of villagers seems to bid him stay his 
hand. With a quick revulsion of feeling he calls 
on the powers below, and, rather to his surprise, 
Mephistopheles promptly appears. In exchange 
for his soul, the devil offers him youth, beauty, 
and love, and, as an earnest of what is to come, 
shows him a vision of the gentle Margaret sitting 
at her spinning-wheel. Faust is enraptured, hastily 
signs the contract, and hurries away with his atten- 
dant fiend. 

The next act is taken up with a Kermesse in the 
market-place of a country town. Valentine, the 
brother of Margaret, departs for the wars, after 
confiding his sister to the care of his friend Siebel. 
During a pause in the dances Faust salutes Margaret 
for the first time as she returns from church. The 
third act takes place in Margaret's garden. Faust 
and Mephistopheles enter secretly, and deposit a 
casket of jewels upon the doorstep. Margaret, 
woman-like, is won by their beauty, and cannot re- 
sist putting them on. Faust finds her thus adorned, 
and wooes her passionately, while Mephistopheles 
undertakes to keep Dame Martha, her companion, 
out of the way. The act ends by Margaret yielding 
to Faust's prayers and entreaties. In the fourth act 
Margaret is left disconsolate. Faust has deserted 
her, and Valentine comes home to find his sister's 
love-affair the scandal of the town. He fights 
a duel with Faust, whom he finds lurking under 
his sister's window, and dies cursing Margaret 
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with his last breath. During this act occurs the 
church scene, which is sometimes performed after 
Valentine's death and sometimes before it. Margaret 
is kneeling in the shadowy minster, striving to pray, 
but the voice of conscience stifles her half-formed 
utterances. In Gounod's libretto^ the intangible re- 
proaches which Margaret addresses to herself are 
materialised in the form of Mephistopheles, a pro- 
ceeding which is both meaningless and inartistic, 
though perhaps dramatically unavoidable. In the 
last act, after a short scene on the Brocken and a 
conventional ballet, which are rarely performed in 
England, we are taken to the prison where Margaret 
lies condemned to death for the murder of her child. 
Faust is introduced by the aid of Mephistopheles, 
and tries to persuade her to fly with him. Weak 
and wandering though she is, she refuses, and dies 
to the chant of an angelic choir, while Faust is 
dragged down to the abyss by Mephistopheles. 
Gounod's music struggles nobly with the tawdriness 
and conventionality of the libretto. A good deal 
of the first and last acts is commonplace and con- 
ventional, but the other three contain beauties of 
a high order. The life and gaiety of the Kermesse 
scene in the second act, the sonorous dignity of 
Valentine's invocation of the cross, and the tender 
grace of Faust's salutation — the last a passage which 
might have been written by Mozart — are too familiar 
to need more than a passing reference. In the 
fourth act also there is much noble music. Gounod 
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may be forgiven even for the soldiers' chorus, in 
consideration of the masculine vigour of the duel 
terzetto — a purified reminiscence of Meyerbeer — 
and the impressive church scene. But the most 
characteristic part of the work is, after all, the 
love music in the third act. The dreamy languor 
which pervades the scene, the cloying sweetness of 
the harmonies, the melting beauty of the orchestra- 
tion, all combine to produce an effect which was 
at that time entirely new to Opera, and had no 
little share in forming the modern school. It may 
be worth pointing out as an interesting detail that 
the " linked sweetness long drawn out " of the 
passage in 9-8 time which closes the third act is 
the source of all the luscious melodies in 9-8 and 
12-8 time with which the scores of modern French 
composers, notably Massenet and his fellows, abound 
With all his admiration of Mozart, Gounod possessed 
little of his idol's genius for characterization. The 
types in " Faust " do not stand out clearly. Margaret, 
for instance, is merely a sentimental school-girl ; she 
has none of the girlish freshness and innocence 
of Goethe's Gretchen, and Mephistopheles is much 
more of a tavern bully than a fallen angel. Yet 
with all its faults " Faust " remains a work of a high 
order of beauty. Every page of the score tells of 
a striving after a lofty ideal, and though as regards 
actual form Gounod made no attempt to break new 
ground, the aim and atmosphere of " Faust," no less 
th^in the details of its construction, contrast so 
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strongly with the conventional Italianism of the 
day, that it may well be regarded as the inauguration 
of a new era in French music. 

"Faust" marks the apogee of Gounod's career. 
After 1859 he was content for the most part merely 
to repeat the ideas already expressed in his chef- 
d'osuvre^ while in form his later works show a 
distinctly retrograde movement. He seems to have 
known nothing of the inward impulse of develop- 
ment which led Wagner and Verdi from strength 
to strength. 

" Philemon et Baucis " is a charming modernisa- 
tion of a classical legend. Jupiter and Vulcan, visit- 
ing earth for the purpose of punishing the impiety 
of the Phrygians, are driven by a storm to take 
refuge in the cottage of an aged couple, Philemon 
and Baucis. Pleased with the hospitable treatment 
which he receives at their hands, and touched by 
the mutual affection of the old people, which time 
has done nothing to impair, Jupiter restores their 
lost youth to them. This leads to dangerous com- 
plications. The rejuvenated Baucis is so exceedingly 
attractive that Jupiter himself falls a victim to her 
charms, and Philemon becomes jealous and quarrel- 
some. Baucis finally persuades Jupiter to promise 
her whatever she wishes, and having extorted the 
oath compels him to return to Olympus, leaving 
Philemon and herself to enjoy another lifetime of 
uninterrupted happiness. " Philemon et Baucis " 
adheres strictly to the conventional lines of Op^ra 
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Comique, and has little beyond its tuneful grace 
and delicate orchestration to recommend it. Never- 
theless it is a charming trifle, and has survived 
many of Gounod's more pretentious works. "La 
Colombe " and " La Reine de Saba " are now for- 
gotten, but " Mireille," one of the composer's most 
delightful works, still enjoys a high degree of popu- 
larity. The story, which is founded upon Mistral's 
Provencal romance " Mir^io," is transparently simple. 
Vincent, a young basket-maker, loves the fair 
Mireille, who is the daughter of a rich farmer named 
Raymond. Raymond will have nothing to say to 
so humble a suitor, and favours the pretensions of 
Ourrias, a herdsman. While making a pilgrimage 
to a church in the desert of Crau, Mireille has a 
sunstroke, and her life is despaired of. In an access 
of grief and remorse, her father promises to revoke 
his dismissal of Vincent, whereupon Mireille speedily 
recovers and is united to her lover. Gounod's music 
seems to have borrowed the warm colouring of the 
Provencal poet's romance. "Mireille" glows with 
life and sunlight of the south. There is little 
attempt at dramatic force in it, and the one scene 
in which the note of pathos is attempted is per- 
haps the least successful in the whole opera. But 
the lighter portions of the work are irresistible. 
" Mireille " has much of the charm of Daudet's 
Provencal stories, the charm of warmth and colour, 
independent of subject. More than one version 
of the opera exists. That which is now most usually 
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played is in three acts. In the first version of the 
work, there is a curious scene, in which Ourrias is 
drowned by a spectral ferryman in the waters of 
the Rhone, which is now rarely performed. 

In 1869 was produced "Rom6o et Juliette," an 
opera which, in the estimation of the majority of 
Gounod's admirers, ranks next to "Faust" in the 
catalogue of his works. The libretto^ apart from 
one or two concessions to operatic convention, is a 
fair piece of work, and at any rate compares favour- 
ably with the parodies of Shakespeare which so 
often do duty for libretti. The opening scene shows 
the ball in Capulet's house and the first meeting 
of the lovers. The second act is the Balcony scene. 
The third includes the marriage of Romeo and 
Juliet in Friar Laurence's cell, with the duels in 
the streets of Verona, the death of Mercutio and 
the banishment of Romeo. The fourth act opens 
with the parting of the lovers in Juliet's chamber, 
and ends with Friar Laurence giving Juliet the 
potion. The last act, after an elaborate orchestral 
movement describing the sleep of Juliet, takes place 
in the tomb of the Capulets. MM. Barbier and Carr6 
could not resist an opportunity of improving upon 
Shakespeare, and prolonged Romeo's death agony, 
in order to enable him to join in a duet with 
Juliet. 

The composer of the third act of " Faust " could 
hardly fail to be attracted by "Romeo and Juliet." 
Nevertheless Gounod was too pronounced a man- 
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nerist to do justice to Shakespeare's immortal love- 
story. He is, of all modern composers, the one 
whose method varies least, and throughout " Rom^o 
et Juliette" he does little more than repeat in an 
attenuated form the ideas already used in " Faust." 
Yet there are passages in the opera which stand 
out in salient contrast to the monotony of the whole, 
such as the exquisite setting of Juliet's speech in 
the Balcony scene, beginning : — 

" Thou knowest the mask of night is on my face," 

which conveys something more than an echo of the 
virginal innocence and complete self-abandonment 
of Shakespeare's lines, or the more commonplace, 
but still beautiful passage at the close of the act, 
suggested by Romeo's line — 

" Sleep dwell upon thine eyes." 

The duel scene is vigorous and effective, and the 
song allotted to Romeo's page — an impertinent in- 
sertion of the librettists — is intrinsically delightful. 
It is typical of the musician that he should put forth 
his full powers in the chamber duet, while he actually 
omits the potion scene altogether, which is the legi- 
timate climax of the act. In the original version of 
the opera there was a commonplace cavatina allotted 
to Juliet at this point, set to words which had but a 
remote connection with Shakespeare's magnificent 
lines, but it was so' completely unworthy of the 
situation that it was usually omitted, and when the 
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opera was revised for production at the Grand 
Opera in 1888, Gounod thought it wiser to end the 
act with the Friar's dialogue with Juliet, rather than 
attempt once more to do justice to a scene which 
he knew to be beyond his powers. The last act 
is perhaps the weakest part of the opera. MM. 
Barbier and Carry's version of Shakespeare's mag- 
nificent lines is certainly not inspiring ; but in any 
case it is difficult to believe that Gounod's suave 
talent could have done justice to the piteous tragedy 
of that terrible scene. Not one of the three operas 
which he wrote after " Romto et Juliette " achieved 
any permanent success. In " Polyeucte " he at- 
tempted a style of severe simplicity in fancied keep- 
ing with Corneille's tragedy. There are some noble 
pages in the work, but as a whole it is distressingly 
dull. " Cinq Mars " was altogether unworthy of 
his reputation, and "Le Tribut de Zamora" was 
also an emphatic failure. 

Gounod's later works, as has already been pointed 
out, show a distinct falling off from the standard 
attained in '* Faust," as regards form as well as in 
ideas. As he grew older he showed a stronger in- 
clination to return to obsolete models. " Le Tribut 
de Zamora " reproduces the type of opera which was 
popular before the days of Meyerbeer. It is cut up 
into airs and recitatives, and the accompaniment is 
sedulously subordinated to the voices. Without 
desiring to discredit the beauties of " Mireille " or 
" Romto et Juliette," one cannot help thinking that 
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it would have been better for Gounod's reputa- 
tion if he had written nothing for the stage after 
" Faust." 

Very soon after its production Gounod's master- 
piece began to exert a potent influence upon his 
contemporaries. One of the first French composers 
to admit its power was Ambroise Thomas (1811- 
1896). Thomas was an older man than Gounod, 
and had already written much for the stage without 
achieving any very decisive success. He was a man 
of plastic mind, and was too apt to reproduce in his 
own music the form and even the ideas which 
happened to be popular at the time he wrote. Most 
of his early works are redolent of Auber or Haievy. 
Gounod's influence acted upon him like a charm, 
and in " Mignon " he produced a work which, if not 
strictly original, has an element of personality too 
distinctive to be ignored. 

If we can dismiss all thoughts of Goethe and his 
" Wilhelm Meister " from our minds, it will be pos- 
sible to pronounce MM. Barbier and Carre's libretto 
a creditable piece of work. Mignon is a child who 
was stolen in infancy by a band of gipsies. She 
travels with them from town to town, dancing in the 
streets to the delight of the crowd. One day in a 
German city she refuses to dance, and Jarno the 
gipsy chief threatens her with his whip. Wilhelm 
Meister, who happens to be passing, saves her from 
a beating, and, pitying the half-starved child, buys 
her from the gipsies. Among the spectators of this 
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scene are Laertes, the manager of a troupe of strol- 
ling players, and Philine, his leading lady. Philine 
is an accomplished coquette, and determines to 
subjugate Wilhelm. In this she easily succeeds, 
and he joins the company as poet, proceeding with 
them to the Castle of Rosenberg, where a grand 
performance of " A Midsummer Night's Dream " is 
to be given. Mignon, at her earnest request, accom- 
panies him, disguised as a page. While at the castle 
Mignon is distracted by Wilhelm's infatuation for 
Philine, and when Wilhelm, prompted by Philine, 
tries to dismiss her, she puts on her old gipsy clothes 
and rushes away. Outside the walls of the castle 
she meets with an old half-witted harper, Lothario, 
who soothes the passion of her grief. In a moment 
of jealous fury at the thought of Philine, she utters 
the wish that the castle were in flames. Lothario 
hears her words and proves his devotion by setting 
fire to the theatre, while the grand performance is in 
progress. Mignon had been sent by Philine to fetch 
her bouquet from the green-room. The fire breaks 
out while the unfortunate girl is in the building, 
and she is given up for lost, but is saved by Wilhelm. 
The last act takes place in Italy. Mignon's devotion 
has won Wilhelm's heart, and the opera ends by 
the discovery that she is the long-lost daughter 
of Lothario, who is actually the Count of Cipriani, 
but after the disappearance of his daughter had 
lost his reason, and wandered forth in the guise of 
a harper to search for her. The score of "Mignon" 
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reveals the hand of a sensitive and refined artist 
upon every page. It has no claims to greatness, 
and few to real originality, but it is full of graceful 
melody, and is put together with a complete know- 
ledge of stage effect. 

Thomas's " Hamlet " is accepted as a masterpiece 
in Paris, where the absurdities of the libretto are 
either ignored or condoned. In England Shake- 
speare's tragedy is fortunately so familiar that such 
a ridiculous parody of it as MM. Barbier and 
Carres libretto is almost impossible. Much of 
Thomas's music is grandiose rather than grand, but 
in the less exacting scenes there is not a little of 
the plaintive charm of "Mignon." Ophelia's mad 
scene, which occupies most of the last act, is 
dramatically ludicrous, but the music is brilliant and 
captivating, and the ghost scene, earlier in the opera, 
is powerful and effective. Thomas employs several 
charming old Scandinavian tunes in the course of 
the work, which give a clever tinge of local colour 
to the score. 

With Bizet (1838-1875), the influence of Wagner 
is felt in French music for the first time. " Les 
P^cheurs de Perles" and "Djamileh," two works 
dealing with Oriental subjects, though containing 
music of charm and originality, scarcely represent 
Bizet's genius in its most characteristic aspects. 
The first is the story of the love of two Cingalese 
pearl-fishers for the priestess Leila. There are 
only three characters in the piece, and very little 
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incident. The score, which was one of Bizet's 
earliest works, owes a good deal to F^licien David's 
" Le Desert/' but there is a dramatic force about 
several scenes which foreshadow the power and 
variety of "Carmen." "Djamileh" tells of the 
salvation of a world-wearied youth, who is won 
back to life by the love and devotion of his slave. 
It is a clever study in Oriental colour, but has little 
dramatic value. In 1875, the year of Bizet's death, 
" Carmen " was produced. The libretto is founded 
upon M^rimee's famous novel. Carmen, a sensual 
and passionate gipsy girl, is arrested for stabbing 
one of her comrades in a cigarette manufactory 
at Seville. She exercises all her powers of fascina- 
tion upon the soldier, Jose by name, who is told 
off to guard her, and succeeds in persuading him 
to connive at her escape. For this offence he is 
imprisoned for a month, but Carmen contrives to 
communicate with him in gaol, and at the expira- 
tion of his sentence he meets her once more in an 
inn at the outskirts of the town. The passionate 
animalism of the gipsy completely captivates him, 
and forgetting Micaela, the country damsel to whom 
he is betrothed, he yields himself entirely to Carmen's 
fascinations. He quarrels with one of his officers 
over her, and to escape punishment flics with Car- 
men to join a band of smugglers in the mountain. 
Carmen's capricious affection for Jos6 soon dies 
out, and she transfers her allegiance to the bull- 
fighter Escamillo, who follows her to the smugglers' 
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lair, and is nearly killed by the infuriated Jos6. 
Micaela also finds her way up to the camp, and 
persuades the unfortunate Jos6 to go home with 
her to tend the last moments of his dying mother. 
The last act takes place outside the Plaza de Toros 
at Seville. Jos6 has returned to plead once more 
with Carmen, but her love has grown cold and she 
rejects him disdainfully. After a scene of bitter 
recrimination he kills her, while the shouts of the 
people inside the arena acclaim the triumph of 
Escamillo. " Carmen " was coldly received at first. 
Its passionate force was miscalled brutality, and 
the suspicion of German influence which Bizefs 
clever use of guiding themes excited, was in itself 
enough to alienate the sympathies of the average 
Frenchman in the early seventies. Since its produc- 
tion "Carmen" has gradually advanced in general 
estimation, and is now one of the most popular operas 
in the modern repertory. It is unnecessary to do 
more than allude to its many beauties, the nervous 
energy of the more declamatory parts, the brilliant 
and expressive orchestration, the extraordinarily 
clever use of Spanish rhythms, and the finished 
musicianship displayed upon every page of the 
score. Bizet's early death deprived the French 
school of one of its brightest ornaments. To him 
is largely due the development of Op6ra Comique 
which has taken place within the last twenty years, 
a development which has taken it almost to the 
confines of Grand Opera. 
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Camille Saint Saens, one of the most richly 
endowed of modern French composers, is known 
to fame principally by his successes in the concert- 
room. Many of his operas achieved only succes 
(Testime^ though not one of them is without beauty 
of a high order. " Samson et Dalila," his first work 
of importance, was produced at Weimar in 1877, 
and in spite of its success there, and in other 
German towns, did not find its way on to a Parisian 
stage until 1890. The libretto follows the Biblical 
narrative with tolerable fidelity. In the first act, 
Samson rouses the Israelites to arms, kills the 
Philistine leader and disperses their army. In the 
second he visits Dalila in the Vale of Sorek, tells 
her the secret of his strength, and is betrayed into 
the hands of the Philistines. The third act shows 
Samson, blind and in chains, grinding a mill. The 
scene afterwards changes to the temple of Dagon, 
where a magnificent festival is in progress. Samson 
is summoned to make sport for the Philistine lords, 
and the act ends with the destruction of the temple, 
and the massacre of the Philistines. Saint Saens 
is the Proteus of modern music, and his scores 
generally reveal the trace of many opposing in- 
fluences. The earlier scenes of *' Samson et Dalila " 
are conceived in the spirit of Oratorio, and the 
choral writing, which is unusually solid and dignified, 
often recalls the massive style of Handel. In the 
second act he exhausts the resources of modern 
passion and colour, and in the Philistine revels of 
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the third act, he makes brilliant and judicious use 
of Oriental rhythms and intervals. Guiding themes 
are used in the opera, but not to any important 
extent, and the construction of the score owes very 
little to Wagner. Yet though the main outlines of 
the work adhere somewhat to a type which is now 
no longer popular, there is no fear of " Samson et 
Dalila" becoming old-fashioned. The exquisite 
melody with which it overflows, combined with the 
inimitable art of the orchestration, make it one of 
the most important and attractive works of the 
modern French school. " Etienne Marcel " and 
" Proserpine " must be classed among Saint Saens's 
failures, but "Henry VIII." is a work of high in- 
terest, which, though produced in 1883, is still 
popular in Paris. The action of the piece begins 
at the time when Henry is first smitten with the 
charms of Anne Boleyn, who for his sake neglects 
her former admirer Don Gomez, the Spanish Am- 
bassador. Negotiations regarding the King's divorce 
with Catherine of Aragon are set on foot, and, 
when the Pope refuses to sanction it, Henry pro- 
claims England independent of the Roman Church, 
amidst the acclamations of the people. In the last 
act Anne is queen. Catherine, who is at the point 
of death, has in her possession a compromising letter 
from Anne to Don Gomez. Henry is devoured by 
jealousy, and comes, accompanied by Don Gomez, 
to try to obtain possession of the incriminating 
document. Anne comes also for the same purpose. 
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This is the strongest scene in the opera. Henry, 
in order to incite Catherine to revenge, speaks to 
Anne in his tenderest tones, but the divorced queen 
rises to the occasion. Praying for strength to resist 
the temptation, she throws the letter into the fire 
and falls down dead. 

Saint Saens has treated this scene with uncommon 
variety and force, and indeed the whole opera is a 
masterly piece of writing. He uses guiding themes 
with more freedom than in ** Samson et Dalila," but 
the general outline of " Henry VIII." is certainly not 
Wagnerian in type. The same may be said of 
"Ascanio," a work produced in 1890 with only 
partial success. " Phryn^," which was given at the 
Op^ra Comique in 1893, is on a much less elabo- 
rate scale. It is a musicianly little work, but in 
form follows the traditions of the older school of 
Opdra Comique with almost exaggerated fidelity. 
Saint Saens's theory of Opera has been to combine 
song, declamation and symphony in equal propor- 
tions, and thus, though he has written works which 
cannot fail to charm, he seems often to have fallen 
foul of both camps in the world of music. The 
Wagnerians object to the set form of his works, and 
the reactionaries condemn the prominence which 
he often gives to the declamatory and symphonic 
portions of his score. He is by nature a thorough 
eclectic, and his works possess a deep interest for 
musicians, but it may be doubted whether, in Opera 
at any rate, a more masterful personality is not 
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necessaiy to produce work of really permanent 
value. 

To Ernest Reyer success came late. The beauties 
of his early works, "La Statue" and "Erostrate/' 
were well known to musicians; but not until the 
production of "Sigurd" in 1884 did he gain the 
ear of the public. Sigurd is the same person as 
Siegfried, and the plot of Reyer's opera is drawn from 
the same sources as that of "Gotterdammerung." 
Hilda, the youthful sister of Gunther, the king of the 
Burgundians, loves the hero Sigurd, and at the insti- 
gation of her nurse gives him a magic potion, which 
brings him to her feet. Sigurd, Gunther, and Hagen 
then swear fealty to each other and start for Iceland, 
where Brunehild lies asleep upon a lofty rock, sur- 
rounded by a circle of fire. There Sigurd, to earn 
the hand of Hilda, passes through the flames and 
wins Brunehild for Gunther. His face is closely 
hidden by his visor, and Brunehild in all innocence 
accepts Gunther as her saviour, and gives herself to 
him. The secret is afterwards disclosed by Hilda in 
a fit of jealous rage, whereupon Brunehild releases 
Sigurd from the enchantment of the potion. He 
recognises her as the bride ordained for him by the 
gods, but before he can taste his new-found happi- 
ness he is treacherously slain by Hagen, while by a 
mysterious sympathy Brunehild dies from the same 
stroke that has killed her lover. Although not pro- 
duced until 1884, "Sigurd" was written long before 
the first performance of " Gotterdammerung," but in 

Q 
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any case no suspicion of plagiarism can attach to 
Reyer's choice of Wagner's subject. There is very 
Httle except the subject common to the two works. 
" Sigurd " is a work of remarkable power and beauty, 
but it is conceived upon a totally different plan to 
that followed in Wagner's later works. Reyer uses 
guiding themes, often with admirable effect, but 
they do not form the foundation of his system. 
Vigorous and brilliant as his orchestral writing is, it 
is generally kept in subservience to the voices, and 
though in the more declamatory parts of the opera 
he writes with the utmost freedom, he has a lurking 
affection for four-bar rhythm, and many of the 
songs are conveniently detachable from the score. 
"Sigurd" is animated throughout by a loftiness 
of design worthy of the sincerest praise. Reyer's 
melodic inspiration is not always of the highest, 
but he rarely sinks below a standard of dignified 
efficiency. In " Salammbd," a setting of Flaubert's 
famous romance which was produced at Brussels in 
1890, he did not repeat the success of ''Sigurd." 
" Salammbd " is put together in a workmanlike way, 
but there is little genuine inspiration in the score. 
The local colour is not very effectively managed, 
and altogether the work is lacking in those qualities 
of brilliancy and picturesqueness, which Flaubert's 
Carthaginian story seems to demand. 

Reyer and Saint Saens both show traces of the 
influence of Wagner, but though guiding themes 
are often employed with excellent effect in their 
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works, the general outlines of their operas remain 
very much in accordance with the form handed 
down by Meyerbeer. Massenet, on the other 
hand, has drunk more deeply at the Bayreuth 
fountain. "Le Roi de Lahore," which was pro- 
duced in 1877, does not, it is true, show any very 
important trace of German influence. Its success 
was largely due to the brilliant spectacle of the 
Indian Paradise in the third act. This score is 
rich in sensuous melody of the type which we 
associate principally with the name of Gounod, 
and the subtle beauties of the orchestration bear 
witness to the hand of a master. " H6rodiade " 
(1881) is not likely, owing to its subject, ever to 
be heard in London. The spectacle of St. John 
the Baptist singing a love-duet with Salome, the 
daughter of Herodias, is not calculated to commend 
itself to the Lord Chamberlain. The score contains 
some of the best music Massenet has ever written, 
and the advance perceptible in it from the methods 
and workmanship of " Le Roi de Lahore " is very 
striking. In certain scenes Massenet's treatment of 
his guiding themes reaches an almost symphonic 
level; he shows at any rate a fuller perception of 
the dramatic effect to be drawn from their employ- 
ment than any other of his contemporaries. 

"Manon," which was first performed in 1884, 
shows perhaps no advance in the matter of form 
upon " H6rodiade," but the subject of the opera 
is so admirably suited to Massenet's tender and 
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delicate talent that it remains one of his most 
completely successful works. The Abb6 Provost's 
famous romance had already been treated opera- 
tically by Auber, but his "Manon Lescaut" was 
never really a success, and had been laid upon the 
shelf many years before Massenet took the story 
in hand. 

The action of Massenefs opera begins in the 
courtyard of an inn at Amiens, where the Chevalier 
des Grieux happens to fall in with Manon Lescaut, 
who is being sent to a convent under the charge of 
her brother, a bibulous guardsman. Manon does 
not at all like the prospect of convent life, and 
eagerly agrees to Des Grieux's proposal to elope 
with him to Paris. The next act shows them in an 
apartment in Paris. Des Grieux has tried in vain 
to obtain his father's consent to his marriage, and 
the capricious Manon, finding that the modest style 
of their mhiage hardly agrees with her ideas of 
comfort, listens to the advances made her by a 
nobleman named Br6tigny, and ends by conniving 
at a scheme, planned by the elder Des Grieux, for 
carrying off his son from his questionable surround- 
ings. In the next act Manon is the mistress of 
Br<itigny, f^ted and admired by all. During an 
entertainment at Cours-la-Reine, she overhears a 
conversation between Br^tigny and the Count des 
Grieux, and learns from the latter that his son is 
a novice at Saint Sulpice. Seized by a sudden 
return of her old love, she hastens away to the 
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Seminary, and after a passionate interview per- 
suades Des Grieux to come back once more to her 
arms. In the next act Manon beguiles Des Grieux 
to a gambHng-house, where he quarrels with Guillot, 
one of her numerous admirers. The latter revenges 
himself by denouncing the place to the police, who 
effect a successful raid upon it and carry off Manon 
to St. Lazare. The last scene takes place upon 
the road to Havre. Manon, who is condemned to 
transportation, is passing by with a gang of criminals. 
Lescaut persuades the sergeant in charge to allow 
her an interview with Des Grieux. She is already 
exhausted by ill-treatment and fatigue, and dies in 
his arms. Massenet's dainty score reproduces the 
spirit of the eighteenth century with rare felicity. 
A note of genuine passion, too, is not wanting, and 
an ingenious use of guiding themes binds the score 
together into a harmonious whole. A novelty in its 
arrangement is the plan of an orchestral accompani- 
ment to the dialogue. iEsthetically this is perhaps 
hardly defensible, but in several scenes — notably that 
of Cours-la-Reine, in which Manon's agitated inter- 
view with the Count stands out in forcible relief 
from the graceful background of a minuet heard 
in the distance — the result is completely successful. 
" Le Cid " and " Le Mage," two works produced at 
the Paris Opera, may be passed over as comparative 
failures, but " Esclarmonde " (1889), marks an im- 
portant stage in Massenet's career. The libretto is 
drawn from an old French romance : Esclarmonde, 
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the Princess of Byzantium, who is a powerful 
enchantress, loves Roland, the French knight, and 
commands her minion spirits to guide him to a 
distant island, whither she transports herself every 
night to enjoy his company. He betrays the secret 
of their love, and thereby loses Esclarmonde, but 
by his victory in a tournament at Byzantium he 
regains her once more. 

Massenet's music is a happy combination of 
Wagner's elaborate system of guiding themes with 
the sensuous beauty of which he himself possesses 
the secret. As regards the plan of " Esclarmonde " 
his indebtedness to Wagner is so patent, that 
Parisian critics christened him "Mile. Wagner," 
but he has been fortunately able to preserve his 
own individuality, distinct from German influence. 
No one could mistake " Esclarmonde " for the work 
of a German ; in melodic structure and orchestral 
colouring it is French to. the core. 

"Werther" was written in 1886, though not 
actually produced until 1892, when it was given 
for the first time at Vienna. The plot of Goethe's 
famous novel is a rather slight foundation for a 
librettOy but the authors did their work neatly and 
successfully. In the first act Werther sees Charlotte 
cutting bread and butter for her little brothers and 
sisters, and falls in love with her. In the second, 
Charlotte, now married to Albert, finding that she 
cannot forget Werther and his passion, sends him 
away from her side. He departs in despair, medi- 
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tating suicide. In the last act Charlotte is still 
brooding over the forbidden love, and will not be 
comforted by the artless prattle of her sister Sophie. 
Werther suddenly returns, and after a passionate 
and tearful scene, extorts from Charlotte the con- 
fession that she loves him. He then borrows 
Albert's pistols, and shoots himself in his lodgings, 
where Charlotte finds him, and he breathes his last 
sigh in her arms. Though in tone and sentiment 
more akin to " Manon," in form " Werther " re- 
sembles " Esclarmonde." It is constructed upon 
a basis of guiding themes, which are often em- 
ployed with consummate skill. The uniform melan- 
choly of the story makes the music slightly 
monotonous, and though the score cannot fail to 
delight musicians, it has hardly colour or variety 
enough to be generally popular. " Le Portrait de 
Manon," a delicate little sketch in one act, and 
" ThaTs," a clever setting of Anatole France's beauti< 
ful romance, both produced in 1894, will not be 
likely to add much to Massenet's reputation. " La 
Navarraise," produced the same year in London, 
seems to be an attempt to imitate the melodramatic 
extravagance of Mascagni. The action takes place 
under the walls of Bilbao during the Carlist war. 
Anita loves Araquil, a Spanish soldier, but his father 
will not permit the marriage because of her poverty. 
Seeing that a reward is offered for the head of the 
Carlist general, Anita goes forth like a second Judith, 
trusting to her charms to win admittance to the 
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hostile camp. She wins her reward, but Araquil, 
who IS brought in from a battle mortally wounded, 
knowing the price at which it was won, thrusts her 
from him, and she sinks a gibbering maniac upon 
his corpse. There is little in Massenet's score but 
firing of cannons and beating of drums. The 
musical interest centres in a charming duet in the 
opening scene, and a delicious instrumental Noc- 
turne. The action of the piece is breathless and 
vivid, and the music scarcely pretends to do more 
than furnish a suitable accompaniment to it. Mas- 
senet is one of the most interesting of modern 
French musicians. On the one hand, he traces his 
musical descent from Gounod, whose sensuous 
charm he has inherited to the full ; on the other 
he represents the latest development of German 
polyphony. The combination is extremely piquant, 
and it says much for Massenet's individuality that 
he has contrived to blend such differing elements 
into a fabric of richness and beauty. 

Alfred Bruneau is a composer whose works have 
excited perhaps more discussion than those of any 
living French composer. By critics who pretend 
to advanced views he has been greeted as the right- 
ful successor of Wagner, while the conservative 
party in music have not hesitated to stigmatise 
him as a wearisome impostor. His appearance in 
the operatic world is of so recent a date that 
finality of judgment must be out of the question. 
Criticism of his work at present can be little more 
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than the expression of personal opinion. " K6rim/' 
his first work, passed almost unnoticed. " Le R6ve," 
an adaptation of Zola's novel, was produced in 1891 
at the Op6ra Comique, and in the same year was 
performed in London. The scene is laid in a French 
cathedral city. The period is that of the present 
day. Ang^lique, the adopted child of a couple of 
old embroiderers, is a dreamer of dreams. All day 
she pores over the lives of the saints until the 
legends of their miracles and martyrdoms become 
living realities to her mind, and she hears their 
voices speaking to her in the silence of her chamber. 
She falls in love with a man who is at work upon 
the stained glass of the Cathedral windows. This 
turns out to be the son of the Bishop. The course 
of their love does not run smooth. The Bishop, in 
spite of the protestations of his son, refuses his con- 
sent to their marriage. Ang61ique pines away, and is 
lying at the point of death when the Bishop relents, 
and with a kiss of reconciliation restores her to life. 
She is married to her lover, but in the porch of 
the Cathedral dies from excess of happiness. The 
entire work is rigorously constructed upon Wagner's 
system of representative themes. Each act runs its 
course uninterruptedly without anything approach- 
ing a set piece. Two voices are rarely heard to- 
gether, and then only in unison. So far Bruneau 
faithfully follows the system of Wagner. Where he 
differs from his master is in the result of his efforts; 
he has nothing of Wagner's feeling for melodic 
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beauty, nothing of his mastery of orchestral source, 
and very little of his musical skill. The themes he 
uses — save for an old French chanson^ which is the 
gem of the work — are for the most part arid and 
inexpressive. He handles the orchestra like an 
amateur, and his attempts at polyphony are merely 
ridiculous. Yet in spite of this the vocal portions of 
the work follow the inflections of the human voice 
with so absolute a fidelity as to convey a feeling of 
sincerity. Ugly and monotonous as much of " Le 
Rfive" is, the music is alive. In its strange language 
it speaks with the accent of truth. Here at any 
rate are none of the worn-out formulas which have 
done duty for so many generations. In defence of 
Bruneau's work it may be urged that his dreary and 
featureless orchestration, so wholly lacking in colour 
and relief, may convey to some minds the cool grey 
atmosphere of the quiet old Cathedral town, and 
that much of the harshness and discordance of his 
score is, at all events, in keeping with the iron 
tyranny of the Bishop. " Le R^ve " at any rate was 
not a work to be passed over in silence : it was 
intended to create discussion, and discussion it 
certainly created. 

In " L'Attaque du Moulin," another adaptation 
of Zola, Bruneau set himself a very different task. 
The contrast between the placid Cathedral close 
and the bloody terrors of the Franco-Prussian war 
was of the most startling description. " L'Attaque 
du Moulin" opens with the festivities attendant 



MODERN FRANCE 251 

upon the betrothal of Frangoise, the miller's 
daughter, to Dominique, a young Fleming, who 
has taken up his quarters in the village. In the 
midst of the merry-making comes a drummer, who 
announces the declaration of war, and summons all 
the able-bodied men of the village to the frontier. 
In the second act, the dogs of war are loose. The 
French have been holding the mill against a detach- 
ment of Germans all day, but as night approaches 
they fall back upon the main body. Dominique, 
who is a famous marksman, has been helping to 
defend his future father-in-law's property. Scarcely 
have the French retired when a division of Germans 
appears in the courtyard of the mill. The captain 
notices that Dominique's hands are black with 
powder, and finding that, though a foreigner, he 
has been fighting for the French in defiance of the 
rules of war, orders him to be shot. By the help 
of Fran^oise, Dominique kills the sentinel who has 
been set to watch him, and escapes into the forest ; 
but the German captain, suspecting that the miller 
and his daughter have had a hand in his escape, 
orders the old man to be shot in Dominique's place. 
Dominique creeps back in the grey dawn from the 
forest, and Frangoise, torn by conflicting emotions, 
knows not whether she should wish him to stay and 
face his sentence or escape once more and leave 
her father to his fate. The miller determines to 
sacrifice himself for his daughter's lover, and by 
pretending that his sentence has been revoked in- 
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duces Dominique to depart. The old man is shot by 
the Germans just as the French rush in triumphant 
with Dominique at their head. 

" L'Attaque du Moulin " was received with more 
general favour than " Le R6ve." In it Bruneau 
shows an inclination to relax the stern principles 
of his former creed. The action is often interrupted 
by solos and duets of a type which approaches the 
conventional, though for the most part the opera 
follows the Wagnerian system. The result of this 
mixture of styles is unsatisfactory. " L'Attaque du 
Moulin " has not the austere sincerity of " Le Reve/' 
and the attempts to bid for popular favour are not 
nearly popular enough to catch the general ear. 
Bruneau has little melodic inspiration, and when 
he tries to be tuneful he generally ends in being 
merely commonplace. The orchestral part of the 
opera, too, is far less satisfactory than in " Le R^ve." 
There, as has already been pointed out, the monotony 
and lack of colour were to a certain extent in keeping 
with the character of the work, but in " L'Attaque 
du Moulin," where all should be colour and variety, 
the dull and featureless orchestration is a serious 
blot. Bruneau is a musician whose career will be 
watched with interest. At present the mantle of 
Wagner hangs like a giant's robe upon his shoulders, 
but with his undoubted earnestness and sincerity he 
may yet gain the power to wear it aright. 

The last few years have seen the deaths of many 
French musicians from whom valuable work might 
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have been expected. The name of C^sar Franck 
(1822-1890)15 associated more with the concert-room 
than with the theatre, but the day may yet come 
when his " Hulda" will be a familiar work to opera- 
goers. It was produced in 1894 at Monte Carlo, 
but, in spite of the deep impression which it created, 
has not yet been heard in Paris. The action passes 
in Norway in the times of the Vikings. Hulda is 
carried oil by a band of marauders, whose chief 
she is compelled to wed. She loves Eyolf, another 
Viking, and persuades him to murder her husband. 
After a time he proves faithless to her, whereujxjn 
she kills htm and throws herself into the sea. This 
gloomy tale is illustrated by music of extraordinary 
power and beauty. Although Franck only avails 
himself of guiding themes to a limited extent, in 
mastery of the polyphonic style his work will com- 
pare with Wagner's most elaborate works. In fact, 
the opulence of orchestral resource and the virility 
of inspiration displayed in " Hulda " strikingly recall 
the beauties of "Tristan und Isolde." "Ghisye," a 
work left unfinished by the composer and completed 
by several of his pupils, was produced in 1896 at 
Monte Carlo. Although by no means upon the same 
level as " Hulda," " Ghis^le " also contains much fine 
music, and will doubtless be heard of again. 

LA) Delibes (1836-1891) made no pretensions 
to the dignity and solidity of C^sar Franck's style. 
He shone principally in ballet-music, but " Lakm^," 
his best-known opera, is a work of much charm 
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and tenderness. It tells the story of a Hindoo 
damsel who loves an English officer. Her father, 
a priest, discovering the state of her affections, 
tries to assassinate the Englishman, but Lakm^ 
saves his life, and conveys him to a place of con- 
cealment in the jungle. There she finds that his 
heart is set upon a beautiful English "miss," and, 
in despair, poisons herself with the flowers of the 
Datura. Delibes's music never rises to passion, but 
it is unfailingly tender and graceful, and is scored 
with consummate dexterity. He has a pretty feel- 
ing too for local colour, and the scene in Lakm^'s 
garden is full of a dreamy sensuous charm. " Le 
Roi Ta dit" is a dainty little work upon an old 
French subject, as graceful and fragile as a piece 
of Dresden china. " Kassya," which the composer 
left unfinished, was orchestrated by Massenet, and 
produced in 1893. In this work Delibes attempted 
a tragic story to which his delicate talent was 
ill suited, and the opera achieved little success. 
Delibes is a typically French musician. Slight 
as his works often are, the exquisite skill of the 
workmanship saves them from triviality. He made 
no pretensions to advanced views, and though he 
occasionally trifles with guiding themes, the interest 
of his works rests almost entirely upon his dainty 
vein of melody and the finish of his orchestration. 

With Delibes may be classed Ferdinand Poise 
(1828-1892), a composer who made a speciality of 
operas founded upon the comedies of Moliire and 
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his contemporaries, and Ernest Guiraud (1837-1892), 
whose " Piccolino " is one of the daintiest of 
modem comic operas. His " Fr6d6gonde/' recently 
produced in Paris, proved emphatically that his 
talent did not lie in the direction of Grand Opera. 
Edouard Lalo (1823-1892), a composer of no little 
power and originality, owes his fame chiefly to 
"Le Roi d'Ys," which was successfully produced 
at the Op6ra Comique in 1888. It is a gloomy 
story, founded upon a Breton legend. Lalo's 
music is vigorous and tragic, relieved by touches 
of exquisite grace and tenderness. His unfinished 
opera, " La Jacquerie," was finished by Arthur 
Coquard, and successfully produced in Paris in 
1895. Emanuel Chabrier (1842-1894), after writ- 
ing a comic opera of thoroughly Gallic verve and 
grace, " Le Roi malgr6 lui," announced himself as a 
staunch adherent of Wagner in the interesting but 
unequal "Gwendoline," which was performed at 
Brussels in 1886. Benjamin Godard (1849-1895), 
one of the most prolific of modern composers, 
won no theatrical success until the production of 
" La Vivandi^re," an attractive work constructed 
upon conventional lines, in which the banality of 
the material employed is often redeemed by clever 
treatment. 

The scene of the opera is laid in the Vendue 
during the war of 1794. Georges, the son of the 
Marquis of Rieul, loves a farmer's daughter, named 
Jeanne. He is turned out of the house by his father, 
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and joins the army, followed by his faithful sweet- 
heart. Marion, the kind-hearted vivandi^re, watches 
over the young people, and succeeds in bringing 
them safely through their troubles. " La Vivandifere " 
was produced in Paris in 1895 with enormous suc- 
cess. The simple pathos of the story, and the bril- 
liance and gaiety of the military scenes, combine to 
make it one of the most attractive opiras camiques of 
recent years. 

Among composers still living the most prominent 
are Victorin Jonci^res, Theodore Dubois, Emile 
Paladilhe, whose fine opera " Patrie " achieved a 
genuine success in 1887, Augusta Holmes, and 
Andr^ Messager, whose name is familiar to Eng- 
lishmen through his delightful comic opera " La 
Basoche," which was performed at the Royal 
English Opera in 1891. Vincent d'Indy, one of 
the most advanced in view of the younger men, 
has not yet produced any theatrical work of im- 
portance, but the score of " Fervaal," which has 
been published, seems likely to promise a dangerous 
rival upon his own ground to Alfred Bruneau. 

In modern times the stream of Opdra Comique 
has divided into two channels. The first, as we 
have seen, under the guidance of such men as 
Bizet, Delibes, and Massenet, has approached so 
near to the confines of Grand Opera, that it is often 
difficult to draw the line between the two genres. 
The second, under the influence of Offenbach, 
Herv6 and Lecocq, has shrunk into Op^ra Bouffe, 
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a peculiarly Parisian product, which, though now 
for some reason under a cloud, has added sensibly 
to the gaiety of nations during the past thirty years. 
The productions of this school, though scarcely 
coming within the scope of the present work, are 
by no means to be despised from the merely 
musical point of view, and in the hands of writers 
so clever and experienced as Audran, Planquette, 
Varney, and Serpette, there seems to be no reason 
why the glories of Op^ra Bouffe in the Second 
Empire should not be revived once more. 
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CHAPTER XII 
MODERN ITALY 

VERDI— BOITO—PONCHIELLI— PUCCINI— MASCAGNI — 

LEONCAVALLO 

Verdi is happily still alive to represent the music 
of modern Italy in its noblest and most characteristic 
manifestation, but his life's record stretches back 
to a very dim antiquity. His first work, " Oberto, 
Conte di San Bonifacio," was performed in 1839, 
when "Les Huguenots" was but three years old, 
and "Der Fliegende Hollander" still unwritten. It 
is thoroughly and completely Italian in type, and, 
though belonging to a past age in the matter of 
form, contains the germs of those qualities which 
were afterwards to make Verdi so popular, the 
rough, almost brutal energy which contrasted so 
strongly with the vapid sweetness of Donizetti, 
and the vigorous vein of melody which throughout 
his career has never failed him. " Nabucodonosor " 
(1842), established Verdi's reputation in his own 
country and won favour abroad ; but the opera 
which gave him European fame was " Ernani " 
(1844). The story is an adaptation of Victor Hugo's 

famous play. Elvira, the chosen bride of Don 
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Silva, a Spanish grandee, loves Ernani, an exiled 
nobleman, who has had to take refuge in brigand- 
age. Silva discovers their attachment, but being 
connected with Ernani in a plot against Charles V., 
he defers his vengeance for the moment. He 
yields his claim upon Elvira's affection, but exacts 
a promise from his rival, that when he demands 
it, Ernani shall be prepared to take his own life. 
Charles's magnanimity frustrates the conspiracy, 
and Silva, defeated alike in love and ambition, claims 
the fulfilment of Ernani's oath, despite the prayers 
of Elvira, who is condemned to see her lover stab 
himself in her presence. Hugo's melodrama suited 
Verdi's blood-and-thunder style exactly. " Ernani " 
is crude and sensational, but its rough vigour never 
descends to weakness, though it often comes dan- 
gerously near to vulgarity. " Ernani " is the opera 
most typical of Verdi's earliest period. With all 
its blemishes, it is easy to see how its masculine 
vigour and energy must have captivated the audiences 
of the day. But there were political as well as 
musical reasons for the instantaneous success of 
Verdi's early operas. Italy in the forties was a 
seething mass of sedition. Verdi's strenuous melo- 
dies, often allied to words in which the passionate 
patriotism of his countrymen contrived to read a 
political sentiment, struck like a trumpet-call upon 
the ears of men already ripe for revolt against the 
hated Austrian rule. Such strains as the famous 
" O mia patria, si bella e perduta " in " Nabucodo- 
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nosor" proclaimed Verdi the Tyrtaeus of awakened 
Italy. 

" Ernani " was followed by a series of works which, 
for the sake of Verdi's reputation, it is better to pass 
over in silence. His success provided him with 
more engagements than he could conscientiously 
fulfil, and the quality of his work suffered in conse- 
quence. In " Macbeth " (1847), however, he seems 
to have been inspired by his subject, and wrote 
better music than he had yet given to the world. 
The libretto is a miserable perversion of Shakespeare, 
and for that reason the opera has never succeeded 
in England, but in countries which can calmly 
contemplate a ballet of witches, or listen unmoved 
to Lady Macbeth trolling a drinking-song, it has had 
its day of success. "Macbeth" is interesting to 
students of Verdi's development as the first work in 
which he shows signs of emerging from his Sturm 
und Drang period. There is some admirable decla- 
matoiy music in it, which seems to foreshadow 
the style of '' Rigoletto," and the sleep-walking scene, 
though old-fashioned in structure, is really im- 
pressive. After " Macbeth " came another series of 
works which are now forgotten. Among them was 
"I Masnadieri," which was written for Her Majesty's 
Theatre in 1847. Although the principal part was 
sung by Jenny Lind, the work was a complete failure, 
and was pronounced by the critic Chorley to be the 
worst opera ever produced in England. Passing 
quickly by " Luisa Miller," *' Stiffelio," and other 
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works which have dropped completely out of the 
current repertory, we come to the brilliant period in 
which Verdi produced in succession three works 
which, through all changes of taste and fashion, 
have manfully held their place in popular favour — 
"Rigoletto," "II Trovatore," and "La Traviata." 
" Rigoletto " is founded upon Victor Hugo's drama, 
" Le Roi s'amuse." The locale of the story is changed, 
and the King of France becomes a Duke of Mantua, 
but otherwise the original scheme of the work 
remains unaltered. Rigoletto, the Duke's jester, has 
an only daughter, Gilda, whom he keeps closely 
immured in an out-of-the-way part of the city, to 
preserve her from the vicious influence of the court. 
The amorous Duke, however, has discovered her 
retreat, and won her heart in the disguise of a 
student. The courtiers, too, have found out that 
Rigoletto is in the habit of visiting a lady, and 
jumping to the conclusion that she is his mistress, 
determine to carry her off by night in order to 
pay the jester out for the bitter insults which he 
loves to heap upon them. Their plan succeeds, 
and Gilda is conveyed to the Palace. There she is 
found by her father, and to his horror she confesses 
that she loves the Duke. He determines to punish 
his daughter's seducer, and hires a bravo named 
Sparafucile to put him out of the way. This worthy 
beguiles the Duke, by means of the charms of his 
sister Maddalena, to a lonely inn on the banks of 
the river, promising to hand over his body to Rigo- 
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letto at midnight, lladdalena pleads tearfully for the 
life of her handsome lover, but Sparafucile is a man 
of honour, and will not break his contract with the 
jester. Rigoletto has paid for a body, and a body 
he must have. However, he consents, should any 
stranger visit the inn that ni^t, to kill him in the 
Duke's place. Gilda, who is waiting in the street 
hears this, and makes up her mind to die instead 
of her lover. She enters the house, and is promptly 
murdered by Sparafucile. Her body, sewn up in 
a sack, is handed over at the appointed hour to 
Rigoletto. The jester, in triumph, is about to hurl 
the body into the river, when he hears the Ehike 
singing in the distance. Overcome with horrible 
suspicion, he opens the sack and is confronted by 
the body of his daughter. 

The music of '* Rigoletto " is on a very different 
plane to that of " Ernani." Verdi had become un- 
easy in the fetters of the Cavatina'Cabaletta tradition 
— the slow movement followed by the quick — which, 
since the day of Rossini, had ruled Italian Opera 
with a rod of iron. In " Rigoletto," although the 
old convention still survives, the composer shows 
a keen aspiration after a less trammelled method 
of expressing himself. Rigoletto's great monologue 
is a piece of declamation pure and simple, and as 
such struck a note till then unheard in Italy. The 
whole of the last act is a brilliant example of Verdi's 
picturesciue power, combined with acute power of 
characterization. The Duke's gay and lightsome 
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Canzone, the magnificent quartet, in which the pas- 
sions of four distinct personages are contrasted and 
combined with such consummate art, and the sombre 
terrors of the tempest, touch a level of art which 
Verdi had not till then attained, nor was to reach 
again until the days of " Aida," twenty years later. 

" II Trovatore " is melodrama run mad. The 
plot is terribly confused, and much of it borders 
on the incomprehensible, but the outline of it is 
as follows. The mother of Azucena, a gipsy, has 
been burnt as a witch by order of the Count di 
Luna. In revenge she steals one of his children, 
whom she brings up as her own son under the 
name of Manrico. Manrico loves Leonora, a lady 
of the Spanish Court, who is also beloved by his 
brother, the younger Count di Luna. After various 
incidents Manrico falls into the Count's hands, and 
is condemned to death. Leonora offers her hand 
as the price of his release, which the Count accepts. 
Manrico refuses liberty on these terms, and Leonora 
takes poison to escape the fulfilment of her promise. 

The music of " II Trovatore " shows a sad falling 
off from the promise of " Rigoletto." Face to face 
with such a libretto^ Verdi probably felt that refine- 
ment and characterization were equally out of the 
question, and fell back on the coarseness of his 
earlier style. " II Trovatore " abounds with mag- 
nificent tunes, but they are slung together with very 
little feeling for appropriateness. There is a brutal 
energy about the work which has been its salva- 
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tion, for of the higher quaHties, which make a fitful 
appearance in " Rigoletto/' there is hardly a trace. 

" La Traviata " is an operatic version of Dumas's 
famous play, " La Dame aux Camellias." The sickly 
tale of the love and death of Marguerite Gauthier, 
here known as Violetta, is hardly an ideal subject 
for a librettOy and it says much for Verdi's versatility 
that, after his excursions into transpontine melo- 
drama, he was able to treat "drawing-room tragedy" 
with success. Alfredo Germont loves Violetta, the 
courtesan, and establishes himself with her in a villa 
outside Paris. There his old father pays Violetta 
a visit, and, by representing that the matrimonial 
prospects of his daughter are injured by Violetta's 
connection with Alfredo, induces her to leave him. 
Alfredo is indignant at Violetta's supposed incon- 
stancy, and insults her publicly at a ball in Paris. 
In the last act Violetta dies of consumption after 
an affecting reconciliation with her lover. The 
music of "La Traviata" is in strong contrast to 
Verdi's previous work. The interest of Dumas's 
play is mainly psychological, and demands a deli- 
cacy of treatment which would have been thrown 
away upon the melodramatic subjects which Verdi 
had hitherto affected. Much of his music is really 
graceful and refined, but his efforts to avoid 
vulgarity occasionally land him in the slough of 
sentimentality. Nevertheless, the pathos which 
characterizes some of the scenes has kept " La 
Traviata " alive, though the opera is chiefly employed 
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now as a means of allowing a popular prima donna 
to display her high notes and her diamonds. 

" Les V^pres Siciliennes," which was produced 
in Paris in 1855, during the Universal Exhibition, 
only achieved a partial success, and "Simon Boc- 
canegra," even in the revised and partly re-written 
form which was performed in 1881, has never been 
popular out of Italy. "Un Ballo in Maschera" 
(1861), on the other hand, was for many years a 
great favourite in this country, and fully merits 
revival. The scene of the opera is laid in New 
England. Riccardo, the governor of Boston, loves 
Amelia, the wife of his secretary, Renato. The 
latter, discovering the liaison^ stabs his chief at a 
masked ball, at which Amelia is present. There are 
a good many incidents which have very little to do 
with the story, notably a scene in a fortune-teller's 
hut, in which occurs the quintet which at one time 
was the most popular tune in London. Some of 
the most attractive music in the opera falls to the 
lot of the page, Oscar. His songs are intrinsically 
delightful, and have a certain historical interest, 
showing that Verdi was beginning to realise the 
value of a lighter style of music, if only as a foil to 
the more tragic portions of the score. The same 
feeling for contrast is perceptible in " La Forza del 
Destino," in which the gloom of a most sanguinary 
plot is relieved by the humours of a vivandi^e and 
a comic priest. This work, which was produced at 
St. Petersburg in 1862, has never been popular, and 
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" Don Carlos/' which was written for the Paris 
Exhibition of 1867, seems also to be finally laid 
upon the shelf. It tells of the love of Don Carlos 
for his stepmother, Elizabeth, the wife of Philip II. 
of Spain, and, apart from the dulness of the librettOj 
has the faults of a work of transition. Verdi's earlier 
manner was beginning to lie heavily upon his 
shoulders, but he was not yet strong enough to 
sever his connection with the past. There are 
scenes in '' Don Carlos " which foreshadow the truth 
and freedom of "Aida," but their beauty is often 
marred by strange relapses into conventionality. 

''Aida" (1871) was the result of a commission 
from Ismail Pacha, who wished to enhance the 
reputation of his new opera-house at Cairo, by the 
production of a work upon an Egyptian subject 
from the pen of the most popular composer of the 
day. The idea of the libretto seems to have been 
originally due to Mariette Bey, the famous Egypt- 
ologist, who had happened to light upon the story 
in the course of his researches. It was first 
written in French prose by M. Camille du Locle in 
collaboration with Verdi himself, and afterwards 
translated by Signor Ghislanzoni. 

Aida, the daughter of Amonasro, the King of 
Ethiopia, has been taken prisoner by the Egyptians, 
and given as a slave to the princess Amneris. They 
both love the warrior Rhadames, the chosen chief of 
the Egyptian army, but he cares nothing for Amneris, 
and she vows a deadly vengeance against the slave 
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who has supplanted her. Rhadames returns in 
triumph from the wars, bringing with him a chain 
of prisoners, among whom is Amonasro. The latter 
soon finds out Aida's influence over Rhadames, and 
half terrifies, half persuades her into promising to 
extract from her lover the secret of the route which 
the Egyptian army will take on the morrow on their 
way to a new campaign against the Ethiopians. 
Aida beguiles Rhadames with seductive visions of 
happiness in her own country, and induces him to 
tell her the secret, Amonasro, who is on the watch, 
overhears it and escapes in triumph, while Rhadames, 
in despair at his own treachery, gives himself up to 
justice. Amneris offers him pardon if he will accept 
her love, but he refuses life without Aida, and is 
condemned to be immured in a vault beneath the 
temple of Phtha. There he finds Aida, who has dis- 
covered a means of getting in, and has made up her 
mind to die with her lover. They expire in each 
other's arms, while the solemn chant of the priestesses 
in the temple above mingles with the sighs of the 
heart-broken Amneris. 

"Aida" was an immense advance upon Verdi's 
previous work. The Egyptian subject, so remote 
from the ordinary operatic groove, seems to have 
tempted him to a fresher and more vivid realism, 
and the possibilities of local colour opened a new 
world to so consummate a master of orchestration. 
The critics of the day at once accused Verdi of 
imitating Wagner, and certain passages undoubtedly 
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do suggest the influence of " Lohengrin," but as a 
whole the score is thoroughly and radically Italian. 
In " Aida" Verdi's vein of melody is as rich as ever, 
but it is controlled by a keen artistic sense, which 
had never had full play before. For the first time 
in his career he discovered the proper balance 
between singers and orchestra, and at once took his 
proper place among the great musicians of the 
world. Special attention must be directed to Verdi's 
use of local colour in "Aida." This is often a 
dangerous stumbling-block to musicians, but Verdi 
triumphed most where all the world had failed. In 
the scene of the consecration of Rhadames, he 
employs two genuine Oriental tunes with such con- 
summate art, that this scene is not only one of the 
few instances in the history of Opera, in which 
Oriental colour has been successfully employed, 
but, in the opinion of many, is the most beautiful 
part of the whole opera. Another magnificent 
scene is the judgment of Rhadames, in the fourth 
act, where an extraordinary effect is gained by the 
contrast of the solemn voices of the priests within 
the chamber with the passionate grief of Amneris 
upon the threshold. The love scene, in the third 
act, shows the lyrical side of Verdi's genius in its 
most voluptuous aspect. The picture of the palm- 
clad island of Philae and the dreaming bosom of 
the Nile is divinely mirrored in Verdi's score. The 
music seems to be steeped in the odorous charm 
of the warm southern night. 
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Sixteen years elapsed before the appe^^nce of 
Verdi's next work. It was generally supposed that 
the aged maestro had bidden farewell for ever to 
the turmoil and excitement of the theatre, and the 
interest excited by the announcement of a new 
opera from his pen was proportionately keen. The 
libretto of "Otello," a masterly condensation of 
Shakespeare's tragedy, was from the pen of Arrigo 
Boito, himself a musician of no ordinary accom- 
plishment. The action of the opera opens in 
Cyprus, amidst the fury of a tempest. Othello 
arrives fresh from a victory over the Turks, and is 
greeted enthusiastically by the people, who light a 
bonfire in his honour. Then follows the drinking 
scene, Cassio, plied by lago, becomes intoxicated 
and fights with Montano. The duel is interrupted 
by the entrance of Othello, who degrades Cassio 
from his captaincy, and dismisses the people to 
their homes. The act ends with a duet of flawless 
loveliness tietween Othello and Desdemona, the 
words of which are ingeniously transplanted from 
Othello's great speech before the Senate. In the 
second act lago advises Cassio to induce Desdemona 
to intercede for him, and, when left alone, pours 
forth a terrible confession of his unfaith in the 
famous " Credo." This, one of the few passages in 
the libretto not immediately derived from Shake- 
speare, is a triumph on Boito's part. The highest 
praise that can be given to it is to say, which is 
the literal truth, that it falls in no way beneath 
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the poetical and dramatic standard of its context. 
Othello now enters, and lago contrives to sow the 
first seeds of jealousy in his breast by calling his 
attention to Cassio's interview with Desdemona. 
Then follows a charming episode, another of Boito's 
interpolations, in which a band of Cypriotes bring 
flowers to Desdemona. Othello is won for the 
moment by the guileless charm of her manner, but 
his jealousy is revived by her assiduous pleading 
for Cassio. He thrusts her from him, and the 
handkerchief with which she offers to bind his 
brow is secured by lago. Left with his chief, lago 
fans the rising flame of jealousy, and the act ends 
with Othello's terrific appeal to Heaven for ven- 
geance upon his wife. In the third act, after an 
interview of terrible irony and passion between 
Othello and Desdemona, in which he accuses her 
to her face of unchastity, and laughs at her in- 
dignant denial, Cassio appears with the handker- 
chief which he has found in his chamber. lago 
ingeniously contrives that Othello shall recognise 
it, and at the same time arranges that he shall only 
hear as much of the conversation as shall confirm 
him in his infatuation. Envoys from Venice arrive, 
bearing the order for Othello's recall and the ap- 
pointment of Cassio in his place. Othello, mad 
with rage and jealousy, strikes Desdemona to the 
earth, and drives every one from the hall. Then his 
overtaxed brain reels, and he sinks swooning to 
the floor. The shouts of the people outside acclaim 
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him as the lion of Venice, while lago, his heel 
scornfully placed on Othello's unconscious breast, 
cries with ghastly malevolence, "Ecco il Leone." 
The last act follows Shakespeare very closely. Des- 
demona sings her Willow Song, and, as though 
conscious of approaching calamity, bids Emilia a 
pathetic farewell. Scarcely are her eyes closed in 
sleep, when Othello enters by a secret door, bent on 
his fell purpose. He wakes her with a kiss, and after 
a brief scene smothers her with a pillow. Emilia 
enters with the news of an attempt to assassinate 
Cassio. Finding Desdemona dead, she calls for 
help. Cassio, Montano, and others rush in ; lago's 
treachery is unmasked, and Othello in despair stabs 
himself, dying in a last kiss upon his dead wife's 
lips. 

In "Otello" Verdi advanced to undreamed-of 
heights of freedom and beauty. "Aida" was a 
mighty step towards the light, but with "Otello" 
he finally shook off the trammels of convention. 
His inexhaustible stream of melody remained as 
pure and full as ever, while the more declamatory 
parts of the opera, down to the slightest piece of 
recitative, are informed by a richness of suggestion, 
and an unerring instinct for truth, such as it would 
be vain to seek in his earlier work. Rich and 
picturesque as much of the orchestral writing is, the 
voice remains, as in his earlier works, the key- 
stone of the whole structure, and though motives 
are occasionally repeated with exquisite effect — as 
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in the case of the "Kiss" theme from the duet 
in the first act, which is heard again in Othello's 
death scene — Verdi makes no pretence at imitating 
Wagner's elaborate use of guiding themes. There 
is an artistic reason for this, apart from the radical 
difference between the German and Italian view of 
Opera. In " Otello " the action is rapid for the most 
part; and in many scenes the music only aims at 
furnishing a suitable accompaniment to the dia- 
logue. A symphonic treatment of the orchestra, in 
such scenes as that between lago and Othello in the 
second act, would tend to obscure the importance 
of the dialogue upon the stage, every word of which, 
for the proper comprehension of the drama, must 
be forcibly impressed upon the listener's attention. 
In such a scene as the Handkerchief Trio, in 
which the situation remains practically the same 
for some time, a symphonic treatment of the 
orchestra is thoroughly in place, and here Verdi 
displays extraordinary skill in working out his 
theme, though even here his method has very little 
resemblance to that of Wagner. 

Six years after " Otello " came " FalstaflF," pro- 
duced in 1893, when Verdi was in his eightieth year. 
Boito's libretto is a masterly condensation of Shake- 
speare's ''Merry Wives of Windsor," with the 
addition of two or three passages from " Henry IV." 
There are three acts, each of which is divided 
into two scenes. The first scene takes place in 
the Garter Inn at Windsor. Falstaff and his trusty 
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followers, Bardolph and Pistol, discomfit Dr. Caius, 
who comes to complain of having been robbed. 
Falstaflf then unfolds his scheme of replenishing 
his coffers through the aid of Mrs. Ford and 
Mrs. Page, and bids his faithful esquires carry the 
famous duplicate letters to the comely dames. 
Honour, however, intervenes, and they refuse the 
office. Falstaff then sends oflf his page with the 
letters, pronounces his celebrated discourse upon 
Honour, and hunts Bardolph and Pistol out of 
the house. In the second scene, we are in Ford's 
garden. The letters have arrived, and the merry 
wives eagerly compare notes and deliberate upon 
a plan for avenging themselves upon their elderly 
wooer. Dame Quickly is despatched to bid Fal- 
staflf to an interview. Meanwhile Nannetta Ford, 
the " Sweet Anne Page " of Shakespeare, has con- 
trived to gain a stolen interview with her lover 
Fenton, while the treacherous Bardolph and Pistol 
are telling Ford of their late master's designs on 
his wife's honour. Ford's jealousy is easily aroused, 
and he makes up his mind to carry the war into 
the enemy's country by visiting Falstaflf in disguise. 
The second act takes us back to the Garter. Dame 
Quickly arrives with a message from Mrs. Ford. 
Falstaflf is on fire at once, and agrees to pay her 
a visit between the hours of two and three. Ford 
now arrives, calling himself Master Brook, and paves 
his way with a present of wine and money. He 

tells Falstaflf of his hopeless passion for a haughty 

S 
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dame of Windsor, Mrs. Alice Ford, begging the 
irresistible knight to woo the lady, so that, once 
her pride is broken, he too may have a chance of 
winning her favour. FalstafT gladly agrees, and 
horrifies the unlucky Ford by confiding the news 
to him that he already has an assignation with 
the lady fixed for that very afternoon. The second 
scene is laid in a room in Ford's house. The 
merry wives are assembled, and soon FalstafiF is 
descried approaching. Mrs. Ford entertains him 
for a few minutes, and then, according to their 
arrangement. Dame Quickly runs in to say that 
Mrs. Page is at the door. Falstaff hastily hides 
himself behind a large screen, but the jest changes 
to earnest when Mrs. Page herself rushes in to 
announce that Ford, mad with jealousy and rage, 
has raised the whole household and is really coming 
to look for his wife's lover. The women quickly 
slip Falstaff into a huge basket and cover him 
with dirty linen, while Nannetta and Fenton, who 
have been indulging in another stolen interview, 
slip behind the screen. Ford searches everywhere 
for Falstaff in vain, and is beginning to despair of 
finding him, when the sound of a kiss behind the 
screen arrests his attention. He approaches it 
cautiously, and thrusts it aside only to find his 
daughter in Fenton's arms. Meanwhile Mrs. Ford 
calls on her servants. Between them they manage 
to lift the gigantic basket, and, while she calls 
her husband to view the sight, carry it to the 
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window and pitch it out bodily into the Thames. 
The first scene of the third act is devoted to 
hatching a new plot to humiliate the fat knight, 
and the second shows us a moonlit glade in 
Windsor Forest, whither he has been summoned 
by the agency of Dame Quickly. There all the 
characters assemble disguised as elves and fairies. 
They give FalstafT a mauvais quart d'/uure^ and end 
by convincing him that his amorous wiles are 
useless against the virtue of honest burghers' 
wives. Meanwhile Nannetta has induced her 
father, by means of a trick, to consent to her 
marriage with Fenton, and the act ends with a 
song of rejoicing in the shape of a magnificent 
fugue in which every one joins. 

Perhaps the most extraordinary thing about 
" FalstafT " is, that it was written by a man eighty 
years old. It is the very incarnation of youth and 
high spirits. Verdi told an interviewer that he 
thoroughly enjoyed writing it, and one can well 
believe his words. He has combined a school- 
boy's sense of fun with the grace and science of 
a Mozart. The part-writing is often exceedingly 
elaborate, but the most complicated concerted 
pieces flow on as naturally as a ballad. The 
glorious final fugue is an epitome of the work. 
It is really a marvel of contrapuntal ingenuity, 
yet it is so full of bewitching melody and healthy 
animal spirits that an uncultivated hearer would 
probably think it nothing but an ordinary jovial 
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jin^iU, In the hst act Verdi scrffees i deeper coce. 
He hai= ranght the c&;inn «jc tfee sLeeptng fcMie^st 
with exqutttte art. There £^ an cnearfrly beanrv 
abotrt rfi'j- Hrene, which is new to student oc VerdL 
In the fairy mnsic, too, he reveals yet another side 
of his genius. Xtjthing so delicate, nor so fully 
informed with imaginative beanty, has been written 
since the da.vs of Weber. 

It is impossible as yet to s^Kak with any degree 
of certainty as to Verdi's probable influence upon 
posterity. With all his genius he Ls perhaps hardly 
the man to found a schfX>L He is not, like his 
great contemporary Wagner, one of the wxHid's 
great revolutionists. His genius lies not in over- 
turning systems and in exploring paths hitherto 
untrodden, but in developing existing materials to 
the hi;;hest conceivable pitch of beauty and com- 
pleteness. His music has nothing to do with 
theories, it is the voice of nature speokinu: in the 
idiom of art. 

(.yi the composers who modelled their style up)on 
Verdi's earlier manner, the most important were 
PetrellaCi8i3-iS77); Apolloni(i822-i889),thecom- 
p<jvrr of " L'Ebreo," a melodrama of a rough and 
ready description, which was produced in 1855, and 
went the round of all the theatres of Italv : and 
Carlos Gomez, a Brazilian composer, whose opera, 
'MI Guarany," was performed in Lx)ndon in 1872. 
In him V'erdi's vigour often degenerated into mere 
brutality, but his work is by no means without 
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power, though he has little claim to distinction of 
style. Of the many operas written by Marchetti 
only one, " Ruy Bias, ** founded upon Victor Hugo's 
play, achieved success. In form and general outline 
it owes much to Verdi's influence, but the vein of 
tender melody which runs through it strikes a note 
of individual inspiration. It was performed in 
London in 1878. 

Arrigo Boito, to whom the University of Cam- 
bridge accorded the honour of an honorary degree 
in 1893, has written but one opera, " Mefistofele," 
but his influence upon modern Italian music must 
be measured in inverse ratio to his productive 
power. When "Mefistofele" was originally pro- 
duced in 1868, Verdi's genius was still in the 
chrysalis stage, and the novelty and force of Boito's 
music made " Mefistofele," even in its fall — for the 
first performance was a complete failure — a rallying 
point for the Italian disciples of truth and sincerity 
in music. In 1875 it was performed in a revised 
and abbreviated form, and since then has taken 
its place among the masterpieces of modern Italy. 
Boito's libretto reproduces the atmosphere of 
Goethe's drama far more successfully than any 
other of the many attempts to fit " Faust " for the 
operatic stage. It is a noble poem, but from the 
merely scenic point of view it has many weaknesses. 
Its principal failing is the lack of one continuous 
thread of interest. The opera is merely a succession 
of episodes, each nicely calculated to throw fresh 
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light upon the character of Faust, but by no means 
mutually connected. The Prologue opens in 
Heaven, where the compact is made regarding the 
soul of Faust. The next scene shows the Kermesse, 
changing to Faust's study, where Mephistopheles 
appears and the contract is signed which binds him 
to Faust's service. We then pass to the garden 
scene, in which Faust is shown as Margaret's lover. 
Then come the Witches' Sabbath on the summit of 
the Brocken, and the prison scene with the death of 
Margaret. After this we have two scenes from the 
second part of Goethe's "Faust," the classical 
Sabbath, in which the union of Helen and Faust 
symbolises the embrace of the Greek and Germanic 
ideals, and the redemption of Faust with the dis- 
comfiture of Mephistopheles, which ends the work. 
Although " Mefistofele " is unsatisfactory as a whole, 
the extraordinary beauty of several single scenes 
ought to secure for it such immortality as the stage 
has to offer. Boito is most happily inspired by 
Margaret, and the two scenes in which she appears 
are masterpieces of beauty and pathos. In the 
garden scene he has caught the ineffable simplicity 
of her character with astonishing success. The 
contrast between her girlish innocence and the 
voluptuous sentiment of Gounod's heroine cannot 
fail to strike the most careless listener. The climax 
of this scene, the delightfully tender and playful 
quartet, which culminates in a burst of hysterical 
laughter, is a stroke of genius. In the prison 
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scene he rises to still greater heights. The poignant 
pathos of the poor maniac's broken utterances, the 
languorous beauty of the duet, and the frenzied 
terror and agony of the FinaUy are beyond praise. 

Ponchielli (1834-1886) owed much to both Verdi 
and Boito, and his best work, " La Gioconda," which 
was produced in 1876, bears unmistakable traces 
of the influence of " Mefistofele " and " Aida." The 
libretto of '' La Gioconda " is founded upon a gloomy 
play by Victor Hugo, " Angelo, Tyran de Padoue." 
La Gioconda, a Venetian street singer, buys the 
safety of her lover Enzo from the spy Barnaba with 
her own hand, only to find that the former uses his 
new-found liberty to prosecute an intrigue with 
another woman. She generously contrives to save 
the lives of Enzo and his mistress, which are threat- 
ened by the vengeance of the latter's husband, and 
commits suicide in order to escape falling into 
the h^-.ds of Barnaba. Ponchielli's opera overflows 
with melody of a rather commonplace description. 
He has, besides, a certain dramatic gift, and the con- 
certed music in " La Gioconda " is powerful and 
effective. The ballet music is unusually good, and 
shows many favourable examples of Ponchielli's fond- 
ness for fanciful melodic designs, a mannerism which 
has been freely imitated by his pupils and followers. 

The most promising of Ponchielli's pupils 'is 
Giacomo Puccini, a composer who has not as yet 
succeeded in gaining the car of Europe, though 
several of his works have been successful in Italy. 
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The first of these, " Le Villi," was produced in 1884, 
The subject is a strange one to have taken the fancy 
of a southern composer. It is founded upon one of 
those weird traditions which seem essentially the 
property of Northern Europe. Villi, or in English, 
Wilis, are the spirits of affianced damsels, whose 
lovers have proved untrue. They rise from the earth 
at midnight, and assemble upon the highway attired 
in all their bridal finery. From midnight until dawn 
they wheel their wild dances and watch for their 
faithless lovers. If one of the latter happen to pass, 
he is beguiled into the magic circle, and in the grasp 
of the relentless Wilis is whirled round and round 
until he sinks expiring upon the ground. In 
Puccini's opera, the scene is laid in the Black 
Forest. The characters are three in number — 
Anna, her fianc^ Robert, and her father Wilhelm 
Wulf. The first act opens with the betrothal of the 
lovers. After the usual festivities Robert departs for 
Mayence, whither he has to go to claim an inherit- 
ance. Six months elapse between the first and 
second acts. Robert has fallen into the toils of an 
abandoned woman, and is still at Mayence ; Anna 
has died of a broken heart. The second act opens 
with two orchestral movements, '' L'Abbandono," 
which describes the funeral of Anna, and '^ La 
Tregenda," the dance of the Wilis. Robert now 
appears, torn by remorse, and pours forth his un- 
availing regrets. But the hour of repentance is 
past. Anna and her attendant Wilis rush on. The 
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unfortunate man, in a kind of hypnotic trance, is 
drawn into their circling dance. They whirl him 
round and round in ever wilder and more fantastic 
gambols, until he drops lifeless upon the ground, and 
the avenging spirits disappear with a Hosanna of 
triumph. There is little attempt at local colour in 
" Le Villi," but the music is full of imaginative 
power. In the purely orchestral parts of the work 
the composer seems to have escaped from conven- 
tion altogether, and has written music instinct with 
weird suggestion and unearthly force. 

Puccini's next opera, " Edgar," was a failure, but 
in " Manon Lescaut " he once more achieved success. 
His treatment of the Abb^ Provost's romance, as may 
well be imagined, differs in toto from that of Massenet. 
The librettOy in the fii-st place, is laid out upon an 
entirely different plan. It consists of a string of 
detached scenes with but little mutual connection, 
which, without some previous knowledge of the 
story, would be barely comprehensible. The first 
act deals with the meeting of the lovers at Amiens 
and their flight to Paris. In the second act we 
find Manon installed as the mistress of Geronte 
di Lavoir, surrounded by crowds of admirers. Des 
Grieux penetrates to her apartment, and after a 
scene of passionate upbraiding persuades her to 
fly with him. But before they can depart they 
are interrupted by the entrance of Manon's irate 
protector, who, in revenge for her faithlessness, 
summons the police and consigns her to St. 
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Lazare. The third act shows the quay at Havre, 
and the embarkation of the filles de j'oie for New 
Orleans; and the last act, which takes place in 
America, is one long duet between Manon and 
Des Grieux, ending with Manon's death. Puccini 
looked at the story of Manon through Italian spec- 
tacles. His power of characterization is limited, and 
there is little in his music to dififerentiate Manon 
and her lover from the ordinary hero and heroine 
of Italian Opera. The earlier scenes of the opera 
demand a lighter touch than he can at present 
command, but in the tragic scene at Havre he is 
completely successful. Here he strikes the true 
note of tragedy. The great concerted piece with 
which the act ends is a masterly piece of writing, 
and warrants the belief that Puccini will do some- 
thing really great in time to come. He is un- 
doubtedly the most fully equipped of the younger 
Italian composers, and his future career will be 
watched with interest. An opera from his pen, 
founded on Murger's "Vie de Boheme," has lately 
been produced in Italy with small success. Its 
failure seems to have been principally due to the 
undramatic character of the libretto. 

The name of Pietro Mascagni is chiefly con- 
nected in the minds of opera-goers with " Cavalleria 
Rusticana." This work, which was produced in 
1890, lifted its composer at once into popularity. 
The story is founded upon one of Verga's Sicilian 
talcs. Turiddu, a village Adonis, is beloved by the 
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fair Lola. He enlists as a soldier, and on his 
return from the wars finds that the fickle damsel 
has married Alfio, a carter. He looks round him 
for fresh conquests, and his choice falls upon San- 
tuzza. This arouses all Lola's latent coquetry, and 
she soon contrives to win him back to her side. 
The deserted Santuzza appeals in vain to his love 
and pity. He repulses her roughly, and in despair 
she fells Allio the story of his wife's inconstancy. 
Alfio challenges Turiddu to mortal combat, and 
kills him as the curtain falls. Squalid as the story 
is, it is full of life and movement, and has that 
simple directness which is essential to success. 
The music is melodious, if not very original, and 
vigorous even to brutality. Mascagni has a natural 
instinct for the theatre. His touch is sure, 
though it often may be coarse, and his effects never 
miss their mark. At its production "Cavalleria" 
was overpraised no doubt, but it certainly is a 
work of promise. Unfortunately the promise so 
far has not been fulfilled. " L'Amico Fritz " and 
" I Rantzau," two adaptations of novels by Erck- 
mann-Chatrian, produced respectively in 1891 and 
1892, have already disappeared from the current 
repertory. The first is a delicate little story of an 
old bachelor's love for a pretty country girl, the 
second a village " Romeo and Juliet," showing how 
an internecine feud between two brothers is ended 
by the mutual love of their children. Mascagni's 
melodramatic style was ill suited to idylls of this 



284 THE OPERA 

kind. He drowned the pretty little stories in oceans 
of perfervid orchestration, and banged all the senti- 
ment out of them with drums and cymbals. Yet, 
in the midst of the desert of coarseness and vul- 
garity came oases of delicate fancy and imagination. 
The "Cherry Duet" in "L'Amico Fritz," and the 
Cicaleccio chorus in " I Rantzau," are models of 
refinement and finish, which are doubly delightful 
by reason of their incongruous environment. Un- 
fortunately such gems as these only made the 
coarseness of their setting the more conspicuous, 
and on the whole the sooner the world forgets 
about " L'Amico Fritz " and " I Rantzau " the better 
it will be for Mascagni's reputation. "Guglielmo 
Ratcliff " and " Silvano," both produced in 1895, have 
not been heard out of Italy, nor does there seem 
much probability that they will ever cross the Alps. 
"Zanetto" (1896), on the other hand, seems to con- 
tain the best work which Mascagni has yet given to 
the world. It is founded upon Francois Copp6e's 
chiu-ming duologue, '' Le Passant," a graceful scene 
between a world-weary courtesan and a youthful 
troubadour who passes beneath her balcony. Mas- 
cagni's music, which is scored only for strings and 
harp, is both delicate and refined, and instinct with 
a tender melancholy, for which it would be vain to 
look in his earlier works. Though Mascagni has 
as yet done little to justify the extravagant eulogies 
with which his first work was greeted, it may be 
hoped that when the ardours of youth have been 
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tempered by a dose of experience, he will give the 
world some really stable and lasting work. 

Leoncavallo, though older than Mascagni, must 
be regarded as in a certain sense his follower, since 
his most popular work, " Pagliacci," is undoubtedly 
inspired by "Cavalleria Rusticana." The story 
begins with the arrival of a troupe of travelling 
comedians, or Pagliacci, in an Italian village. All 
is not harmony in the little company. Tonio 
(the Taddeo, or clown), loves Nedda (Columbine), 
the wife of Canio (Pagliaccio), but she already has 
a lover in the shape of Silvio, a young villager, 
and rejects the clumsy advances of the other with 
scorn. Tonio overhears the mutual vows of Nedda 
and her lover, and bent upon vengeance, hurries 
off to bring the unsuspecting Canio upon the scene. 
He only arrives in time to see the disappearance 
of Silvio, and cannot terrify his wife into disclosing 
her lover's name, though he is only just prevented 
by Beppe, the Harlequin of the troupe, from 
stabbing her on the spot. The second act is on 
the evening of the same day, a few hours later. 
The curtain of the rustic theatre goes up and the 
little play begins. By a curious coincidence the 
scheme of the plot represents something like the real 
situation of the actors. Columbine is entertaining 
her lover Harlequin in the absence of her husband 
Pagliaccio, while Taddeo keeps a look-out for his 
return. When he returns we see that the mimic 
comedy is to develop into real tragedy. Canio 
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scarcely makes a pretence of keeping to his rSle 
of Pagliaccio. Mad with jealousy, he rushes on 
his wife and tries to make her confess the name 
of her lover. She refuses, and in the end he stabs 
her, while Silvio, who has formed one of the rustic 
audience, leaps on to the stage only to receive his 
death-hlow as well. As in " Cavalleria," the theme 
of the story is squalid and unpleasant, though lucid 
and undeniably effective for stage purposes. The 
music makes an effective accompaniment to the 
exciting incidents of the plot, but it has few claims 
to intrinsic interest. Leoncavallo is never much of 
a melodist, and "Pagliacci" teems with reminis- 
cences. The opera was probably written in a hurry, 
in order to pander to the taste for melodrama 
which "Cavalleria" had excited. In "I Medici," 
a tale of the Florentine Renaissance, Leoncavallo 
aimed far higher. Here too, however, his music 
is for the most part a string of ill-digested remi- 
niscences, though scored with such extraordinary 
cleverness and fertility of resource as almost to 
disguise the inherent poverty of the score. " Chat- 
terton," his last work, seems likely to prove of more 
permanent value. The closing incidents of "the 
marvellous boy's " career are followed with tolerable 
fidelity, and the music is spoken of as far superior 
to anything hitherto produced by the composer. 

Puccini, Mascagni, and Leoncavallo are the most 
prominent representatives of the younger school 
of Italian musicians. There is little in the works 
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of their numerous contemporaries, which cannot 
be traced directly or indirectly to their influence. 
The works of Giordano, Tasca, Coronaro, Cilea, 
and many others, bear the impress of Mascagni's 
masterful individuality upon every page, and al- 
though their operas have been successfully per- 
formed in various Italian towns, they have not as 
yet succeeded in crossing the Alps. Italy is the 
land of enthusiasm, and on that ardent soil brilliant 
successes are the rule rather than the exception. 
There is a tacit understanding, therefore, among 
musicians to postpone the discussion of the triumphs 
of Italian composers until an opportunity is given 
to the sober North of endorsing the favourable 
verdict already passed by generous Italy upon 
the work of her sons. Besides the younger men 
there are several Italian composers^ who can no 
longer be classed with the rising generation, from 
whom good and even great work may stiil be 
expected. Auteri-Manzocchi has never repeated 
the early success of " Dolores," and Spiro Samara, 
a Greek, by birth, but an Italian by training and 
sympathies, seems to have lost the secret of the 
delicate imagination which nearly made " Flora 
Mirabilis" a European success. Franchetti, the 
composer of " Asrael " and " Cristoforo Colombo," 
works conceived upon a scale grandiose rather than 
grand, appears anxious to emulate the theatrical 
glories of Meyerbeer, and to make up for poverty 
of inspiration by spectacular -magnificence. 



CHAPTER XIII 

MODERN GERMAN AND SLAVONIAN OPERA 

CORNELIUS — GOETZ — GOLDMARK — HUMPERDINCK—SMETANA 

—GLINKA 

The history of music furnishes more than one 
instance of the paralysing effect which the influence 
of a great genius is apt to exercise upon his con- 
temporaries and immediate successors. The vast 
popularity of Handel in England had the effect 
of stunting the development of our national music 
for more than a century. During his lifetime, 
and for many years after his death, English-born 
musicians could do little but imitate his more 
salient mannerisms, and reproduce in an attenuated 
form the lessons which he had taught. The effect 
of Wagner's music upon German Opera has been 
something of the same description. As soon as his 
works gained their legitimate place in the affections 
of his countrymen, his influence began to assume 
formidable proportions. The might of his indi- 
viduality was irresistible. It was not possible, as 
in Italy and France, to combine the system of 
Wagner with other elements. In Germany it had 

to be Wagner or nothing, and thus, except for the 
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writers of sentimental Singspiele, a form of Opera 
which scarcely comes into the provmtce of art at 
all, German musicians have vied with each other 
in producing imitations of their great master, which 
succeeded or failed according to the measure of 
their resemblance to their model, but had very 
little value as original work. The production of 
Humperdinck's " Hansel und Gretel," three years 
ago, permits us to hope that the merely imitative 
period is passing away, and that German composra^, 
although still adhering to Wagner's musical system, 
are beginning to colour it with the tint of their 
own individuaUty. 

Wagner had completed what, for the sake of con- 
venience, we call his earlier period, before his in- 
fluence had begun to make itself felt in German 
Opera. "Lohengrin" was performed for the first 
time under Liszfs direction at Weimar in 1850. 
Eight years later Cornelius's " Barbier von Bagdad " 
was performed at the same theatre under the same 
conductor. This was Liszfs last production at 
Weimar, for the ill-feeling stirred up by Cornelius's 
work was so pronounced that the great pianist threw 
up his position as Kapellmeister in disgust, and 
took refuge in the more congenial society of Rome. 
Peter Cornelius (i 824-1 874) was one of the most 
prominent of the band of young men who gathered 
round Liszt at Weimar, and by means of their music 
and writings sought to further the cause of " New- 
German" art. "Der Barbier von Bagdad" was 

T 
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immensely in advance of its time. It failed GCMn- 
pletely to attract the public of Weimar, the most 
cultivated in Europe, ^rtien it was originally |»t>- 
duced, but is now one of the most popular operas 
in Germany. The beauties of the score are doubly 
astonishing, when it is remembered that when it was 
written ^Die Meistersinger" had not been com- 
posed. The germs of much that delights us in 
Wagner^s comic opera may be found in ^'Der 
Barbier," and it is certain that if Cornelius received 
his initial impulse from ''Lohengrin," he himself 
reacted upon Wagner to a very remarkable extent. 
The plot of "I>er Barbier" is long-winded and 
puerile, and the interest is entirely centred in the 
music. Noureddin loves Margiana, the daughter of 
the Cadi, and is bidden to an interview by Bostana, 
her confidante. He takes with him Abul Hassan, a 
talkative fool of a barber, who watches in the street 
while Noureddin visits his sweetheart. Suddenly 
the cries of a slave undergoing the bastinado are 
heard. The barber jumps to the conclusion that 
Noureddin is being murdered, summons help and 
invades the house. Noureddin takes refuge from 
the wrath of the Cadi in a chest. The commotion 
and tumult end in bringing the Caliph upon the 
scene, and the unfortunate youth is discovered half 
dead in his hiding-place. He is revived by the 
barber, and presented with the hand of Margiana. 
To this silly story Cornelius wrote music of extra- 
ordinary power and beauty. Much of it is of course 
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light and trivial, but such scenes as that of the 
Muezzin call, or the wild confusion of the last 
Finale^ are fully worthy of the master upon whom 
Cornelius modelled his style. Cornelius had a 
pretty gift for humorous orchestration, and his 
accompaniments often anticipate the dainty effects 
of "Die Meistersinger." "Das Rheingold" being 
still unwritten in 1858, it would be too much to 
expect a systematised use of guiding themes, but 
they are often employed with consummate skill, and 
in the Muezzin scene the music of the call to prayer 
forms the basis of a symphonic passage, which is 
thoroughly in the style of Wagner's later works. 
Cornelius left two posthumous works, "Der Cid" 
and "Gunlod," which have been produced during 
the last few years. They are little more than imita- 
tions of Wagner's maturer style. Hermann Goetz 
(1840-1876) was a composer whose early death cut 
short a career of remarkable promise. He produced 
but one work during his lifetime, but that work dis- 
played an originality and a resource for which it 
would be vain to look in the multifarious com- 
positions of the Kapellmeister of the period. " Der 
Widerspanstigen Zahmung" follows the incidents 
of " The Taming of the Shrew " very closely. The 
action begins at night. Lucentio is serenading 
Bianca, but his ditty is interrupted by a riot among 
Baptista's servants, who refuse to submit any 
longer to Katharine's ill-treatment. Peace is re- 
stored, and Lucentio resumes his song. A second 
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interruption is in store for him in the shape of 
Hortensio, another of Bianca's suitors, also upon 
serenading bent. Baptista, angry at being disturbed 
again by the quarrels of the rival musicians, dis- 
misses them with the information that Bianca shall 
be bestowed upon neither of them until Katharine 
is wedded. Petruchio now enters, and fired with 
Hortensio's description of Katharine's beauty and 
spirit, vows to make her his own. 

The second act begins with a scene between 
Katharine and her sister, which conclusively proves 
that the reports of the former's shrewishness have 
not exceeded the truth. Hortensio and Lucentio, 
disguised respectively as a music master and a 
teacher of languages, are now ushered in, and 
receive most uncourteous treatment at Katharine's 
hands. The act ends with Petruchio's wooing of 
Katharine and the settlement of their wedding-day. 
In the third act comes the marriage of Petruchio 
and Katharine, and the fourth act shows the taming 
of the shrew in strict accordance with Shakespeare's 
comedy. Goetz's music brims over with frolicsome 
humour and gaiety, and the more serious portions 
are tender without being sentimental. The in- 
fluence of Wagner is more plainly seen in the 
musicianly development of the melodies than in 
their employment as guiding themes, though of 
this, too, there are not a few instances. But the 
parts of the work in which Goetz's indebtedness to 
Wagner are most apparent are the choruses, which, 
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both in their tunefulness and in the elaborate nature 
of the part-writing, often recall " Die Mcistersinger," 
and in the orchestration, which is extraordinarily 
fanciful and imaginative. ''Der Widerspanstigen 
Zahmung" has never been properly appreciated 
in this country, in spite of the familiar nature of 
the libretto. Goetz left another opera, " Francesca 
da Rimini," unfinished. This was completed by 
his friend Ernst Frank, but has never met with 
much success. 

Cornelius and Goetz would have been the first 
to admit the influence which Wagner's works exer- 
cised upon their imagination, yet their admiration 
for his music never seduced them into anything 
like mere imitation. The operas of Carl Goldmark 
are founded far more directly upon the methods 
and system of Wagner. Yet it would be unjust 
to dismiss him as a mere plagiarist. In his first 
work, "Die Konigin von Saba," there is a great 
deal which is entirely independent of Wagner's or 
any one else's influence. The plot of the work has 
really nothing Biblical about it, and if the names 
of the characters were changed, the work might 
be produced to-morrow at Covent Garden with- 
out offending the most puritanical susceptibilities. 
Sulamith, the daughter of the high priest, is to 
wed Assad, a Jewish warrior, upon his return from 
a military expedition, but Assad has fallen in with 
the Queen of Sheba on her way to Jerusalem, 
and her charms have proved fatal to his constancy. 
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Sulamith is prepared to forgive him, but his love 
for the queen is irresistible, and even at the altar 
he leaves Sulamith for her embraces. Finally Assad 
is banished to the desert, where he is overwhelmed 
by a sandstorm. " Die Konigin von Saba " is a 
strong and eflFective opera. The local colour is 
managed very skilfully, and the orchestration is 
novel and brilliant Yet there is very little of 
that indefinable quality, which we call sincerity, 
about the score. It was happily described at its 
production as a clever imitation of good music. 
The influence of Wagner is strongest in the love 
music, which owes much to " Tristan und Isolde." 
" Merlin," Goldmark's second opera, has not been 
as successful in Germany as " Die Konigin von 
Saba." The libretto^ which is founded upon the 
Arthurian legend of Merlin and Vivien, shows 
many points of resemblance to Wagner's later 
works, and the music follows his system of guid- 
ing themes far more closely than in the earlier 
work. " Merlin " may stand as an instance of the 
unfortunate influence which a man of Wagner's 
power and originality exercises upon his contem- 
poraries. There is little in it which cannot be 
traced more or less directly to a prototype in the 
works of Wagner, and it need scarcely be said 
that Goldmark does not often improve upon his 
model. In his latest work, " Das Heimchen am 
Herd," the libretto of which is founded upon 
Dickens's " Cricket on the Hearth," Goldmark has 
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evidently been fired to emulate the success of 
Humperdinck's " Hansel und Gretel." 

In this work, which has been performed with great 
success in many German theatres, the composer 
has contrived to put oflF the grandiose manner of 
his earlier operas very cleverly. Elaborate as the 
orchestral part of the score is, it is never allowed to 
overpower the voices, and the general impression of 
the opera is one of rare simplicity and charm. 

Cyrill Kistler was spoken of some years ago as 
the man upon whom Wagner's mantle had fallen, 
but time passes, and he has as yet produced nothing 
which calls for detailed comment. " Kunihild," a 
work dealing with a heroic legend, was produced 
in 1883. It is a clever imitation of the Wagnerian 
manner, except as regards the choruses, which 
scarcely rise above the standard of the Liedertafel ; 
but neither at its production nor at an elaborate 
revival, which took place at Wiirzburg a few years 
ago, did it meet with more than a sucds d'esiime. 
There seems to be better work in " Eulenspiegel," 
a comic opera founded upon Kotzebue's comedy. 
The music is instinct with genuine humour, and 
though but remotely suggesting the methods of 
Wagner, shows complete mastery of technical re- 
source. 

Far the most important contribution to German 
opera since the death of Wagner is Humperdinck's 
" Hansel und Gretel," which was produced in Decem- 
ber 1893. Before that time the composer was known 
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to fame only by some ^urrangements of scenes from 
Wagner's woite for concert purposes^ but at one 
bound he became the most popiilar living operatic 
composer of Germany. The libretto of '' Hansel und 
Gretel" is a v^ry charming arrangement, in three 
scenes, of a familiar old Hausmdrchtn. The action 
opens in the cottage of Peter the broom-maker. 
Hansel and Gretel, the two children, are left to keep 
house together. They soon tire of their tasks, and 
Gretel volunteers to teach her brother how to dance. 
In the middle of their romp, Gertrude their mother 
comes in, and angrily packs them ofiF into the wood 
to pick strawberries. Tired and faint she sinks into 
a chair, bewailing the lot of the poor man's wife, 
with empty cupboards and hungry mouths to be 
fed. Soon Peter's voice is heard singing in the 
distance. He has had a good sale for his besoms, 
and comes back laden with good cheer. But his 
delight is cut short by the absence of the children, 
and when he finds that they are out in the wood 
alone, he terrifies his wife with a story of the witch 
of Schornstein, who is given to eating little children, 
and they both hurry off to bring Hansel and Gretel 
home. Meanwhile, out in the forest the children 
amuse themselves with picking strawberries and 
making flower garlands, until the approach of night, 
when they find to their horror that they have lost 
their way. They search for it in vain, and at last, 
completely tired out, they sink down upon the 
moss beneath a spreading tree. The Dustman — 
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the German sleep-fairy — appears and throws dust 
in their weary eyes. Together they sing their 
little evenmg hymn, and drop off to sleep locked in 
each other's arms. Then the heavens open, and 
down a shining staircase come the bright forms of 
angels, who group themselves round the sleeping 
children, and watch over their innocent slumbers 
until the break of day. They are aroused by the 
Dew-fairy, who sprinkles his magic branch over 
them and drives the sleep from their eyes. They 
tell each other of the wonderful dream which came 
to both of them, and then, looking round for the 
first time, discover a beautiful gingerbread house, 
close to where they were sleeping. This is where 
the witch of the forest lives, who bakes little children 
into gingerbread in her great oven, and eats them 
up. She catches Hansel and Gretel, and nearly 
succeeds in her wicked schemes, but the children, 
with great presence of mind, defeat her malice by 
pushing her into her own oven. Then they free the 
other children who have been turned into ginger- 
bread through her magic spells, and the father and 
mother opportunely appearing, all join in a hymn 
of thanksgiving for their deliverance. 

Humperdinck's music reproduces, with infinite 
art, the tender and childlike charm of the delight- 
ful old fairy tale. His score is amazingly elaborate, 
and his treatment of the guiding themes which 
compose it is kaleidoscopic in its variety, yet the 
whole thing flows on as naturally as a lullaby. 
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The voice-parts are always suave and melodious, 
and the orchestral score, however complicated, 
never loses touch of consummate musical beauty. 
Humperdinck's melody is founded upon the Volks- 
lied, and he uses at least one nursery tune with 
charming effect. The framework of " Hansel und 
Gretel" is that bequeathed by Wagner, but the 
spirit which animates and informs the work is so 
different from that of the Bayreuth master, that 
there can be no suspicion of imitation, much less 
of plagiarism. Humperdinck is the first German 
operatic composer of distinct individuality since 
the death of Wagner. He has shown that the 
methods of the great composer can be used as 
a garment to cover an individuality as distinct as 
that of any writer in the history of Opera. 

Humperdinck's share of " Die sieben Geislein," 
a children's ballad opera which has lately been 
published, consists only of a few songs of an un- 
important character, which will not enhance his 
reputation. Meanwhile it must earnestly be hoped, 
by all lovers of music, that the composer will soon 
produce a successor to " Hansel und Gretel." 

Among the younger generation of German com- 
posers, mention must be made of Max Schillings, 
whose "Ingwelde" has been successfully produced 
in various German cities, and Wilhelm Kienzl, the 
composer of " Der Evangelimann." The former of 
these works follows the Wagnerian tradition faith- 
fully, and may perhaps be regarded as a clever exer- 
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cise rather than an original work of intrinsic interest. 
"Der Evangelimann," on the other hand, is thor- 
oughly eclectic in style, and the influence not only 
of Wagner, but of Meyerbeer, Gounod, and even 
Mascagni, may be traced in its pages. "Donna 
Diana," by a composer named Reznicek, is a comic 
opera founded upon a Spanish subject, which has 
had a most successful career in Germany during the 
past year. It is elaborate in construction, and indeed 
the score seems to be too complicated to harmonise 
well with the comic incidents of the story. Eugene 
d' Albert, though English by birth, has for so long 
identified himself with Germany, that the successful 
production of his opera, "Der Rubin," may most 
suitably be recorded here. 

In modern times Singspiel has for the most part 
become merged in Comic Opera, which, though 
originally an importation from France, has become 
thoroughly acclimatised in Germany, and in the 
hands of such men as Johann Strauss, Franz von 
Supp6, and Carl Millocker, has produced work of 
no little artistic interest, though scarcely coming 
within the scope of this book. To the Singspiel, 
too, may be traced an exceedingly unpretentious 
school of Opera, dealing for the most part with 
homely and sentimental subjects, of which the best- 
known representative is Victor Nessler. Nessler's 
opera "Der Trompeter von Sakkingen" is pro- 
bably the most popular opera in the repertory of 
most German opera-houses, and his " Rattenf anger 
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von Hameln " is scarcely less of a favourite. The 
first of these works is founded upon ScheflFel's well- 
known poem, and tells in artless fashion of the 
love of Jung Werner, the trumpeter, for the daughter 
of the Baron von Schonau ; the second deals with 
the story of the Hamelin rat-catcher, which Browning 
has immortalised. Nessler has little more than a 
vein of simple melody to recommend him, and his 
works have had no success beyond the frontiers of 
Germany; but at home his flow of rather feeble 
sentimentality has endeared him to every susceptible 
heart in the Fatherland. 

Closely allied to the German school of opera is 
that of Bohemia, of which the most famous re- 
presentative is Smetana (i 824-1 884). Outside the 
frontiers of his native land, Smetana was practically 
unknown until the Vienna Exhibition of 1890, when 
his opera, "Die verkaufte Braut," was produced 
for the first time in the Austrian capital. Since 
then it has been played in every German opera- 
house, and was performed in London in 1895. 
The story is simplicity itself. Jenfk, a young 
peasant, and Marenka, the daughter of the rich 
farmer Krusina, love each other dearly ; but Kezal, 
a kind of go-between in the Bohemian marriage- 
market, tells Krusina that he can produce a 
rich husband for his daughter in the shape of 
Vasek, the son of Mfcha. The avaricious old man 
jumps at the proposal, but Mafenka will have 
nothing to say to the arrangement, for Vasek is 
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almost an idiot, and a stammerer as well. Kezal 
then proceeds to buy Jenfk out for three hundred 
gulden. The latter, however, stipulates that in the 
agreement it shall only be set down that Mafenka 
is to marry the son of Mfcha. The contract is 
signed and the money is paid, whereupon Jenik 
announces that he is a long-lost son of Mfcha by 
a youthful marriage, and carries off the bride, to 
the discomfiture of his enemies. If Smetana owes 
anything to anybody it is to Mozart, whose form 
and system of orchestration his own occasionally 
recalls, but his music is so thoroughly saturated with 
the melodies and rhythms of Bohemia, that it is 
quite unnecessary to look for any source of inspira- 
tion other than the composer's own native land. 
But although Smetana's music is Bohemian to the 
core, he brings about his effects like a true artist. 
The national colour is not laid on in smudges, but 
tinges the whole fabric of the score. Smetana's 
other works are less known outside Bohemia. 
" Zwei Wittwen " and " Der Kuss " are comic operas 
of a thoroughly national type, while " Dalibor " and 
''LibuSa" deal with stirring episodes of Bohemian 
history. 

More famous than his master is Smetana's pupil 
DvoMk, yet the latter seems to have little real 
vocation for the stage. His operas, "Der Bauer 
ein Schelm" and "Der Dickschadel," appear to 
follow the style of Smetana very closely. They 
have been favourably received in Bohemia, but the 



302 THE OPERA 

thoroughly national sentiment of the libretti must 
naturally militate against their success elsewhere. 

In Russia the development of opera, and indeed 
of music generally, is of comparatively recent date. 
Glinka (i 803-1 857), the founder of the school, is still 
perhaps its most famous representative, although 
his operas, in spite of frequent trials, seem never 
to succeed beyond the frontiers of Russia. The 
splendid patriotism of "Life for the Czar," his 
most famous work, endears him to the hearts of 
his countrymen. The scene of the opera is laid 
in the seventeenth century, when the Poles held 
Moscow and the fortunes of Russia were at the 
lowest ebb. Michael Fedorovich Romanov has 
just been elected Czar, and upon him the hopes 
of the people are centered. The Poles are deter- 
mined to seize the perspn of the Czar, and some 
of them, disguised as ambassadors, summon the 
peasant Ivan Sussaninna to guide them to his 
retreat. Ivan sacrifices his life for his master. He 
despatches his adopted son to warn the Czar, and 
himself leads the Poles astray in the wild morasses 
of the country. When they discover that they have 
been betrayed they put Ivan to death, but not 
before he has had the satisfaction of knowing that 
the Czar is in safety. The opera ends with the 
triumphal entry of the Czar into Moscow. 

" Russian and Ludmila," Glinka's second work, 
is founded upon a fantastic Russian legend of 
magic and necromancy. It has not the national 



GERMAN AND SLAVONIAN OPERA 303 

and patriotic interest of " Life for the Czar," but as 
music it deserves to rank higher. Berlioz thought 
very highly of it. Nevertheless it may be doubted 
whether, at this time of day, there is any likelihood 
of Glinka becoming popular in Western Europe. 
Glinka had an extraordinary natural talent, and 
had he lived in closer touch with the musical 
world, he might have become one of the great 
composers of the century. Melody he had in abun- 
dance, and his feeling for musical form is strong, 
though only partially developed. He had little 
dramatic instinct, and it is singular that he should 
be known principally as a composer for the stage. 
His treatment of the orchestra is brilliant and 
effective, but after all the national element in his 
music is the signe particulier of his style. He 
rarely used actual Russian folk-tunes, but his music 
is coloured throughout by the plaintive melancholy 
of the national type. A composer, whose music 
smells so strongly of the soil, can scarcely expect 
to be appreciated abroad. 

Dargomishky (1813-1868) and Serov (1818-1871) 
are unfamiliar names to Englishmen. The former 
during his lifetime was content to follow in the 
steps of Glinka, but his opera, "The Marble 
Guest," a treatment of the story of Don Juan, 
which was produced after his death, broke entirely 
fresh ground. This work is completely modern 
in thought and expression, and may be regarded 
as the foundation of modern Russian opera. Serov 
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was an entbusiastic imhator of W^ier, and em 
his own conntryinen admit that his worts bat 
little mosica] value. 

Rubinstein (1829-1895) wrote many works fi 
the stage, and during the last yeais of his li 
founded something like a new form of art in h 
sacred operas, " Hoses " and " ChristDS," the latti 
of which was produced after bis death at Bremei 
Critics differ very much as to Rubinstein's mcrii 
as a composer, but as to the quality of his wdi 
for the stage there can hardly be two opinion 
His music is essentially undramatic. None of hi 
works, at any rate outside Russia, have achicnre 
more than a passing success. "The Demon," 
strange st(M7 of the love of a Demon for a Russia; 
princess, has some fine music in it, but the stor 
is almost totally devoid of incident, and the oper 
as a whole is intolerably wearisome. 

Of the younger school of Russian operatic conn 
posers it is almost impossible to speak with an' 
authority, since their works are rarely performed ii 
Western Europe. Tchaikovsky's " Eugene Onegin 
was given in London some years ago with littl 
success. Much of the music is interesting, but thi 
disconnected character of the libretto and the lacl 
of incident fully accounted for the scanty favou 
with which it was received. " Le Flibustier," ai 
opera by C^sar Cui, was performed in Paris a fev 
years ago with even less success. Borodin's " Princi 
Igor," and "Die Mainacht" by Rimsky-Korsakov 
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are thought highly of by the fellow-countrymen of 
the composers, but they have never succeeded in 
crossing the frontier of Russia. 

The genius of Scandinavian musicians seems to 
have little in common with the stage. The works 
of Hartmann and Weyse are not known beyond the 
boundaries of Denmark. Of late years, however, 
two works by August Enna, a young Danish com- 
poser, have been successfully performed in Berlin^ 
" Heksen " (The Witch) and " Cleopatra," while a 
third opera from his pen, " Aucassin og Nicolette," 
has just been produced at Copenhagen. 
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CHAPTER XIV 
OPERA IN ENGLAND 

BALFE— WALLACE— BENEDICT— GORING THOMAS— MACKENZIE 
—STANFORD— SULLIVAN— COWEN 

Soon after the death of Purcell, the craze for 
Italian Opera seems to have banished native art 
completely from the English stage. At the begin- 
ning of the eighteenth century, the most popular 
form of entertainment consisted of operas set to a 
mixture of English and Italian words, but after a 
time the town, to quote Addison, tired of understand- 
ing only half the work, determined for the future to 
understand none of it, and these hybrid works gave 
place, after the arrival of Handel, to the splendid 
series of masterpieces extending from "Rinaldo" 
to " Deidamia." From time to time attempts were 
made to gain a footing for English Opera in London, 
and in 1728 "The Beggar's Opera" achieved a 
triumph so instantaneous and overwhelming as to 
seriously affect the success of Handel's Italian enter- 
prise at the Haymarket Theatre. It is supposed 
that the origin of " The Beggar's Opera " is due to 
a remark of Swift that "a Newgate Pastoral might 

be made a pretty thing." Gay borrowed the idea, 
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and constructed "The Beggar's Opera" round a 
cut-throat highwayman of the name of Macheath, 
while Dr. Pepusch arranged the music from old 
English and Scotch melodies, together with some 
of the most popular tunes of the day. The success 
of the work was very remarkable. It was performed 
sixty-two times during the first season, and even 
now is still to be heard occasionally. It was the 
foundation of that exceedingly simple form of art, 
the English Ballad Opera, which was so widely 
popular in London during the closing years of the 
last century, and in the beginning of the present. 
At first composers availed themselves largely of 
traditional or popular tunes in arranging the music 
which diversified the dialogue of these works, but 
as time went on they became more ambitious, and 
the operas of Storace and his contemporaries are for 
the most entirely original. 

Meanwhile an attempt had been made by Ame to 
adapt the mannerisms of the Italian stage to English 
Opera. His " Artaxerxes," which was produced in 
1762, was constructed strictly upon the lines of 
Italian Opera, being made up throughout entirely 
of airs and recitative. It had a most encouraging 
reception, but the enterprise seems to have borne 
little fruit, for after a few years we hear no more 
of English Opera " after the Italian manner," and 
London seems to have been content with Italian 
Opera and ballad operas of the already familiar 
type. The traditions of the latter were successfully 
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carried on by Storace, a naturalised Italian, Dibdin, 
Shield, Hook, and many others, many of whose 
songs are still popular, though the works of which 
they once formed part have long been forgotten. 
The ballad operas of these composers were of un- 
imaginable natvet^f and depended entirely upon 
their simple tunefulness for such favour as they won. 
Sir Henry Bishop (i 786-1 855) raised the artistic 
standard of this form of art considerably. There is 
real musical interest in some of his concerted pieces, 
and many of his choruses, which are familiar to us 
under the incorrect name of glees, are capitally 
written. Had Bishop possessed the necessary 
energy and enterprise, he might have founded 
a school of English Opera which would have 
compared favourably even with its Continental 
contemporaries. 

To John Barnett (1802-1890) belongs the credit 
of writing the first English Opera, strictly so called, 
since Arne's " Artaxerxes." ^'The Mountain Sylph," 
which was produced in 1834, fulfils all the require- 
ments of the operatic form. It is besides a work of 
genuine charm and power, and retained its popularity 
for many years. 

It is unfortunate for the memory of Balfe (1808- 
1870) that the one opera by which he is now 
remembered, the perennial " Bohemian Girl," should 
be perhaps the least meritorious of his many works. 
It lives solely by reason of the insipid tunefulness of 
one or two airs, regardless of the fact that the plot 
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is transcendently foolish, and that the words are 
a shining example of the immortal balderdash of 
the poet Bunn. In the first act Thaddeus, an 
exiled Polish rebel, finds refuge among a tribe of 
gipsies, who disguise him in order to enable him 
to escape his pursuers. While among them he 
saves the life of Arfine, the six-year-ald daughter of 
Count Arnheira, an Austrian nobleman. Arnheim, 
in delight at recovering his child, invites Thaddeus 
and his companion Devilshoof, the leader of the 
gipsies, to a banquet, at which the Emperor's health 
is proposed. The two supposed gipsies refuse to 
drink it, whereupon Devilshoof is seized and im- 
prisoned, while Thaddeus, at the Count's earnest 
entreaty, is allowed to go in freedom. Devilshoof 
contrives to make his escape, and in revenge for 
the treatment he has received steals the little 
Arline, whom he carries off to the gipsy camp. 
Twelve years have passed when the second act 
begins. Arline has grown up to womanhood, but 
all the other characters remain at precisely the same 
age as in the first act. Thaddeus loves Arline, 
and is himself beloved by the Gipsy Queen, who 
vows the innocent girl's ruin. By her machina- 
tions Arline is accused of theft, and is taken to be 
tried by her own father. The inevitable recogni- 
tion ensues, and upon Thaddeus disclosing his 
true position he is rewarded with Arline's hand. 
During the betrothal feast the Gipsy Queen attempts 
Arline's life, but the shot, in a manner which even 
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Bunn himself might have found difficult to explain, 
recoils and strikes her who aimed it. 

Balfe had to the full his share of that vein of 
maudlin sentiment which is typical of one side of 
the Irish character. He appears to have had little 
ambition, and was content throughout his career 
to fit his saccharine melodies to whatever words 
the librettists of the day chose to supply. No 
one can deny him the possession of fluent and 
commonplace melody, but there his claim to 
musicianship ends. 

Wallace (i 8 14-1865) was more of a musician 
than Balfe, but his best known work, " Maritana, 
is but little superior to the "Bohemian Girl. 
Maritana, a street singer, has attracted the atten- 
tion of the King of Spain. Don ]os6, one of 
the courtiers, determines to help the King in his 
amour, in order that he may afterwards use his 
infidelity as a means of advancing himself in the 
favour of the Queen. There is a law against 
duelling in the streets of Madrid, and a certain 
spendthrift nobleman, Don Caesar de Bazan, has 
rendered himself liable to death for protecting a 
poor boy named Lazarillo from arrest. Don ]os6 
promises the condemned man that he shall be 
shot instead of hanged, if he will consent to marry 
a veiled lady an hour before the execution, in- 
tending thus to give Maritana a position at court 
as the widow of a nobleman. Don Caesar consents 
to the arrangement, but Lazarillo takes the bullets 
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out of the soldiers' rifles, so that the execution does 
not end fatally, and Maritana is not a widow after 
all. Don Cajsar finds his way to a villa in the 
outskirts of Madrid, when he not only has the 
satisfaction of putting a stop to the King's atten- 
tions to Maritana, but performs the same kind 
office for the Queen, who is being persecuted by 
Don Josi. For the latter performance he receives 
a free pardon, and is made Governor of Valentia. 
" Lurline," an opera constructed upon the Rhenish 
legend of the Loreley, has perhaps more musical 
merit than " Maritana," but the libretto is more than 
usually indefinite. 

Wallace rivalled Balfe in the facility and shallow- 
ness of his melody. Yet with all their weaknesses, 
his operas contain many tunes which have wound 
themselves into popular affection, and in the eyes 
of Bank^Holiday audiences, " Maritana " stands 
second only to the " Bohemian Girl." 

Sir Julius Benedict (1804-1885), though German 
by birth, may conveniently be classed as an English- 
man. Trained in the school of Weber, he was a 
musician of a very different calibre from Balfe 
and Wallace. His earlier works, "The Gipsy's 
Warning" and "The Brides of Venice," are now 
forgotten, but "The Lily of Killarney," which was 
produced in 1862, is still deservedly popular. 

It is founded upon Boucicault's famous drama, 
"The Colleen Bawn." Hardress Cregan, a young 
Irish landowner, has married Eily O'Connor, a 
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beautiful peasant girl of Killarney. The marriage 
has been kept secret, and Hardress, finding that an 
opportunity has arisen of repairing the fallen for- 
tunes of his house by a rich marriage, contemplates 
repudiating Eily. Eily refuses to part with her 
"marriage Hnes," whereupon Danny Mann, Har- 
dress's faithful henchman, attempts to drown her 
in the lake. She is saved by Myles na Coppaleen, 
a humble lover of her own, who shoots Danny 
Mann. Eil/s narrow escape has the result of bring- 
ing Hardress to his senses. He renounces his 
schemes of ambition, and makes public his marriage 
with Eily. Benedict's music touches a higher level 
than had been reached by English Opera before. 
He was, of course, directly inspired by Weber, but 
there runs through the opera a vein of plaintive 
melancholy, which is all his own. The form in 
which " The Lily of Killarney " is cast is now some- 
what superannuated, but for tenderness of melody 
and unaffected pathos, it will compare very favour- 
ably with many more pretentious works which have 
succeeded it. Sir George Macfarren (i 8 13-1887), 
was a prolific writer for the stage, but of all his 
works "Robin Hood" is the only one which is 
still occasionally performed. It has little of the 
buoyancy which the theme demands, but there is 
a great deal of sound writing in the concerted 
music, and some of the ballads are tuneful enough 
in a rather commonplace way. Edward James 
Loder (181 3-1865) was a good musician, and under 
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more favourable conditions might have produced 
work of permanent interest. His best-known work 
is "The Night Dancers/' an opera founded upon 
the legend which has been used by the Italian 
composer Puccini in his " Le Villi." 

About the middle of the century the destinies of 
English Opera were controlled by a company pre- 
sided over by Miss Pyne and Mr. Harrison, for 
which Balfe and Macfarren wrote a good many 
of their works. In our own day the place of this 
institution has been taken by the Carl Rosa com- 
pany, which was founded in 1875 by a German 
violinist named Carl Rosa. Such opportunities as 
have been presented to English musicians, during 
the past twenty years, of hearing their works sung 
upon the stage have been principally due to his 
efforts. The first work actually written in response 
to a commission by Carl Rosa was " Esmeralda," 
an opera by Arthur Goring Thomas (1851-1892), 
which was produced in 1883. It is founded upon 
Victor Hugo's " Notre Dame," and the libretto was 
written by T. Marzials and A. Randegger. 

Esmeralda, a gipsy street singer, is loved by the 
profligate priest Claude Frollo, who with the assist- 
ance of Quasimodo, the deformed bell-ringer of 
Notre Dame, tries to carry her off by night. She is 
rescued by Phoebus de Ch^teaupers, the captain of 
the guard, who speedily falls in love with her. Frollo 
escapes, but Quasimodo is captured, though, at Es- 
meralda's entreaty, Phoebus sets him once more at 
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liberty. In gratitude the dwarf vows himself to her 
service. Frollo is mad with rage at seeing Phoebus 
preferred to himself ; he assassinates the captain 
and accuses Esmeralda of the crime. She is con- 
demned to death, but is saved by the appearance of 
Phoebus, who was not killed after all, and oppor- 
tunely turns up in time to rescue Esmeralda. Frollo 
attempts once more to murder Phoebus, but the 
blow is received instead by Quasimodo, who sacri- 
fices himself for Esmeralda's happiness. When the 
opera was produced in French at Covent Garden in 
1890, the composer introduced several alterations in 
the score. An elaborate scene for Esmeralda in the 
prison was the most important of the additions, and 
the close of the opera was also materially changed. 
It was generally thought, however, that the original 
version was the more successful. Thomas's training 
and sympathies were thoroughly French, and in- 
deed, except for the words, " Esmeralda " has very 
little claim to be called an English opera. The 
score is extremely graceful and charming, and it 
is only at the more dramatic moments that the 
composer at all fails to do justice to his theme. 
" Esmeralda " has been one of the most genuine 
successes of the Carl Rosa company, and still keeps 
an honourable place in their repertory. 

In " Nadeschda," an opera written upon a Russian 
subject, which was produced in 1885, there was much 
charming music, but the libretto was uninteresting, 
and the success of the work never equalled tliat of 
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its predecessor. The most attractive part of the 
opera was the delightfully quaint and original 
ballet music, to which local colour was given by 
clever orchestration and ingenious use of Russian 
rhythms. 

To the initiative of the Carl Rosa company was 
due the production of two works by Sir Alexander 
Mackenzie. The first of these, "Colomba," was 
produced in 1883.- It achieved a success, but the 
gloomy character of the libretto prevented it from 
becoming really popular. The latter is founded 
upon Prosper M^rim^'s famous Corsican tale. 
The father of Orso and Colomba della Rebbia has 
been treacherously murdered by two of the family 
of Barracini. Colomba is burning for vengeance, 
but her brother is an officer in the French army, 
and has been absent from Corsica for many years. 
When he returns she finds that his love for Lydia, 
the daughter of the Count de Nevers, has driven 
thoughts of revenge from his mind. She succeeds, 
however, in rousing him to action, and one day he 
kills both the murderers, though wounded himself 
by a cowardly ambush. He has to take to the 
mountains for refuge, and there he remains, tended 
by Lydia and Colomba, until news of his pardon 
comes. It is too late, however, to save the life of 
Colomba, who has been mortally wounded in en- 
deavouring to divert the soldiers from Orso's hiding 
place. Mackenzie's music is exceedingly clever and 
effective. He uses guiding themes with judgment 
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and skill, and his employment of some old Corsican 
melodies is also very happy. " Colomba " is a work 
which eminently merits revival, and it will probably 
be heard of again. " The Troubadour," which was 
produced a few years later, failed completely. The 
story is thoroughly dull, and completely failed to 
inspire the musician. 

Dr. Stanford's first opera, " The Veiled Prophet," 
was originally performed at Hanover in 1881, 
and was not actually heard in London until it was 
produced at Covent Garden in 1894. The libretto^ 
an admirable condensation of Moore's well-known 
poem from the pen of Mr. W. Barclay Squire, gave 
the composer ample opportunities for picturesque 
and dramatic effect. Dr. Stanford's music is 
tuneful and vigorous throughout, and such weak- 
nesses as are occasionally perceptible are due 
rather to inexperience of the stage than to any 
failure in inspiration. 

" The Canterbury Pilgrims," which was produced 
in 1884, was happily named by some one at the 
time an English " Meistersinger," and indeed it is 
not difficult to imagine what model Dr. Stanford 
had in his mind when writing his brilliant and 
genial opera. The libretto by Gilbert k Beckett is 
a notable example of Wardour Street English, but 
apart from its diction it has the merit of liveliness 
and variety. 

Geoffrey, the host of the Tabard Inn, has a pretty 
daughter named Cicely, who is loved by the jovial 
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apprentice, Hubert Geoffrey finds out their at- 
tachment, and determines to send Cicely upon a 
visit to an aunt in Kent, in company with a txidy 
of pilgrims who are just starting for Canterbury. Sir 
Christopher Synge, a knight of Kent, has cast sheep's 
eyes upon the pretty girl, and hearing of her intended 
trip bids his factotum, Hal o' the Chepe, assemble 
a company of ragamuffins, and carry her off on her 
way to Canterbury. Hubert contrives to get enlisted 
among them, so as to be able to watch over his 
sweetheart, and Dame Margery, Sir Christopher's 
wife, also in disguise, joins the pilgrims, in the hope 
of keeping an eye upon her errant spouse. In the 
second act the pilgrims arrive at Sidenboume. 
Dame Margery helps the lovers to escape, and tak- 
ing Cicely's place receives the vows and sighs of her 
husband. In the third act the lovers have been over- 
taken and caught by the irate Geoffrey, and Hubert 
is dragged to trial before Sir Christopher. After an 
amusing trial scene, the knight discovers that Cicely 
is one of the culprits, and at once pardons them 
both. Geoffrey is persuaded to forgive the young 
couple, and all ends happily. Dr. Stanford's music 
is a happy compromise between old and new. In 
his use of guiding themes, and in his contrapuntal 
treatment of the orchestra he follows Wagner, but 
his employment of new devices is tempered by due 
regard for established tradition. He is happiest 
in dealing with humorous situations, and in the 
lighter parts of the opera his music has a bustling 
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gaiety which fits the situation very happily. In 
the more passionate scenes he is less at home, and 
the love duet in particular is by no means entirely 
satisfactory. Dr. Stanford's next work, "Savona- 
rola," was performed in Lx>ndon for the first time 
by a German company under Dr. Hans Richter 
in 1884. Interesting as much of the music is, the 
performance was not successful, partly owing to 
the almost unmitigated gloom of the libretto. Far 
the best part of the work, both musically and 
dramatically, is the prologue, which tells of the 
love of Savonarola for Clarice, of her marriage, and 
of his renouncement of the world. The merit 
of this scene is so great that it might be worth 
the composer's while to produce it as a one-act 
opera, in which form it would be safe to predict for 
it a genuine success. 

Dr. Stanford's most satisfactory, and at the same 
time most successful, work for the stage is " Sham us 
O'Brien," a romantic opera dealing with a typi- 
cally Irish subject, which was produced in 1896. 
The form of the work is that of a genuine comic 
opera, the dialogue being interspersed through- 
out with music, but although less ambitious in 
form than his earlier works, " Shamus O'Brien " has 
a deeper artistic importance. With all its clever- 
ness and ingenuity, " The Canterbury Pilgrims " is 
German in method and expression, and it is merely 
by the accident of language that it can be classed 
as British opera at all. In " Shamus O'Brien " 
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the composer has drawn his inspiration from the 
melodies and rhythms of his native Ireland, and the 
result is that his work ranks as an original and 
independent effort, instead of being merely a 
brilliant exercise. Dr. Stanford's relation to the 
music of Ireland is here mainly what Weber's 
was to the Volkslied, and there is no inherent 
reason why "Shamus O'Brien" should not be the 
" Freischiitz " of a new school of British opera. 

Sir Arthur Sullivan's name will unfailingly be 
handed down to posterity as the founder of a 
new and thoroughly national type of comic opera, 
yet it must not be forgotten that he has also at- 
tempted serious opera with no little success. His 
achievements as the composer of the long series 
of operettas, which have enjoyed so extended a 
lease of popularity during the past twenty years, 
scarcely come within the province of this work ; 
but " Ivanhoe," which was produced at the Royal 
English Opera in 1891, is a work of more impos> 
ing dimensions. It is founded upon Scoffs novel, 
and suffers even more than its prototype from the 
dual thread of interest which runs through the 
work, Ivanhoe and Rowena are colourless puppets, 
and Sullivan could not contrive to infuse much 
interest into their share of the work, but the 
scenes in which the Templar and Rebecca figure, 
are a very happy combination of tunefulness and 
dramatic force. 

Sullivan's comic operas, the first of which, " The 
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Sorcerer," was produced in 1877, have been written 
in almost every case to libretti by Mr. W. S. Gilbert 
Space will not permit more than a passing reference 
to these entertaining and musicianly productions, but 
it must in justice be said that, though the genre of 
Comic Opera may not artistically be very exalted, 
the man who succeeds, as Sullivan undoubtedly has 
succeeded, in founding a school both independent 
and original, desei-ves to rank infinitely higher than 
the producers of mere imitations, whatever be the 
model upon which they are based. Sullivan's style 
has been copied by many English musicians during 
the past twenty years, the most successful of whom 
have been Alfred Cellier and Edward Solomon, but 
in no case have his disciples approached within 
measurable distance of the humour and fancy of 
their leader. 

Mr. F. H. Cowen's operas have not so far at- 
tained to much success. " Pauline," a work founded 
upon "The Lady of Lyons," which was played by 
the Carl Rosa company in 1876, seems to have 
failed completely. "Thorgrim, "produced by the 
same company in 1889, was more successful. The 
plot is founded upon an Icelandic saga, and has 
but little dramatic interest. There is much charm 
in Mr. Cowen's music, and some of the lighter 
scenes in the opera are gracefully treated, but his 
talent is essentially delicate rather than powerful, 
and the fierce passions of the Vikings scarcely 
come within its scope. 
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" Signa," an opera founded upon Ouida's novel, 
is a more favourable specimen of Mr. Cowen'swork 
for the stage. Signa, a youthful vioHnist, chafes at 
the unsympathetic surroundings of the Italian farm 
where he is condemned to live. His uncle does 
not appreciate his nephew's genius, and ends by 
dashing his cherished viohn to pieces. Signa is 
persuaded by an old flame of his own, named 
Gemma, who has become a famous singer, to accom- 
pany her to Naples. There he soon makes a reputa- 
tion, but the fickle Gemma deserts him for another 
lover. He is in despair, and thinks of suicide. The 
uncle now appears again, and seeing the havoc 
that Gemma has wrought with Signa's life, stabs 
her at a street corner. 

Much of Mr. Cowen's music is delightfully gay 
and genial, and even in the more serious scenes 
the note of passion is not wanting. The libretto is 
itUconstructed, and the action often halts and flags, 
but the music is certainly the best thing Mr. Cowen 
has written for the stage. The opera was originally 
produced at Milan in 1893, and the following year 
it was performed in London. In the interval many 
changes were introduced into it, in view of its pro- 
duction at Covent Garden. Those that affected the 
libretto were for the most part improvements, but 
the alterations introduced into the music seriously 
affected the success of the revival. In " Harold," 
which was produced in 1895, Mr. Cowen again 
gave way to his besetting sin of attempting to 
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work upon too large a scale. The tale of the con- 
quest of England is ill suited to his delicate muse, 
and the opera achieved little more than a succes 
destinie. 

Mr. Cowen's talent is so eminently that of a 
writer for the stage, that thoroughly good work 
may be expected of him if he can secure a suitable 
libretto. His tender vein of melody and happy 
knack of orchestration should serve him admirably 
in the genre of Op6ra Comique, but Grand Opera is 
beyond him, and he cannot be too strongly warned 
against forcing his talent into a groove to which it 
is ill adapted. 

The rising generation of English composers has 
unfortunately few opportunities of showing whether 
it has any talent for Opera. Promising work has 
been done by Mr. Alick Maclean in " Petruchio," 
a work which won the prize offered by Madame 
Fanny Moody and Mr. Charles Manners for a 
one -act opera in 1895, and by Mr. Hamish 
MacCunn in " Jeanie Deans," an opera founded 
upon Scott's "Heart of Midlothian." The style 
of the latter work is especially commendable, since 
it shows a marked anxiety to avoid the mere imita- 
tion of French and German music, which has for 
so long been the chief characteristic of so-called 
English Opera. Mr. MacCunn is upon the right 
track. He has realised that the salvation of English, 
or, to be accurate, British Opera, lies in national 
inspiration. Let the inspiration be English, Irish, 
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Scotch, or Welsh, it matters little, so that the music 
smell of the soil. By turning to his native hills and 
the music of his fatherland, Weber founded German 
Opera, and if we are ever to have a school of 
British Opera we must lay the foundations on the 
same lines. 
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A NEW BIOGRAPHY BY ANDREW LANG. 

In Tkvo Volumes^ small ^o^ with Fifteen Illustrations^ Six 0/ which are Hand" 
coloured^ bound in cloth, gilt top, price 3dr. Net. 

The Life and Letters of John Gibson LockharL 

By Andrew Lang. From Abbotsford and Milton-Lockhart MSS. and other 
original sources. 

Note. — ^This Life of the son-in-law and Biographer of Scott is based on his own 
correspondence with friends, such as Sir Walter, Dean Milman, Southey, Mr. Jona- 
than Christie, Professor Wilson, and Kir. Carlyle ; also with various members of his 
own family. Diaries, too, have afforded materials. The Society, Literature, and (in 
a minor degree) the Politics of 18x4-18^ are illustrated, and the old Blackwood feuds 
and literary adventures appear in full hght. 

LIST OF ILLUSTRATIONS. 

John Gibson Lockhart. 

Painted by SiR FRANCIS GRANT, P.R.A Engraved by F. HUTH. 
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Miss Violet Lockhart. 
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John Gibson Lockhart. 

Facsimile (f a Water-Colour Drawing of hienself {dated October z8z6) by ]. G. 
Lockhart, in the possession if Major-General Lockhart, if Milton- 
Lochhart On the bach if the mount there is written, <* To Miss Violet Isabella 
Lockhart, this view if ME is humbly dedicated by ME." 
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NEW ILLUSTRATED WORK ON HAMPTON COURT PALACEL 

In One Volumty small 4I0, illustrated with Forty-three Drawings by 
Herbert Railton, bound in cloth gilt^ gilt top^ price 2ix. 

Hampton Court: Holiday Memories. 

By William Holdsn Hutton, B.D., Fellow of S. John's College, Oifoid 
Illustrated with Forty-three Drawings by Herbert Railton. 
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Extract from ^^ Author's Preface ^^ 



" Years ago, when I lived in the suburbs, I spent many days out of Oxford vact* 
tions in the gardens and galleries of Hampton Court. Week by week I was there, 
and was never tired of the delightful prospect and its memories. This year I have 
found the fascination still as strong as it was a decade ago ; and I have had the 
delight of wandering about with Mr. Railton, and of trying;, under his guidance, to 
see the familiar scenes with something of his artistic inspiration. Canons nooks, 
quaint byways, courts in which a stranger's footfall rarely sounds, here a solitary 
turret, there a garden that Henry VI 1 1, may have planned just as it now lies, have 
appealed with a new force as I saw how they had been, or could be, the subjects 
of the artist's most delicate draughtsmanship. With the kind help of the Chaplain 
of the Palace, I have penetrated to many a place which I had never seen before. 
E^ch hour the impression has deepened, and at last I have sat down to put together 
a few memorials of some happy vacation days." 



14 King William Street, Strand, London 



Publications of John C. Nimmo 



A NEW AND POPULAR WORK ON THE OPERA. 
One Volunu^ large crown 8fv, cUthy gilt top^ price 6f. 

The Opera, a History of the Development of Opera. With full 
Descriptions of all Works In the Modem Repertory. 

By R. A. Strsatfbild. With an Introduction by J. A. Fullbr-Maitland. 

None. — Hitherto the books devoted to the Opera which have been published 
in England, have conformed to one established model, the descriptions of the 
various works mentioned being arranged in alphabetical order, without any 
attempt at technical classification. 

The scheme of the present work is founded upon the theory that any one who 
wished to know the plot of any opera, would, at the same time, be glad of 
information as to its intrinsic musical merit and its position in the history of the 
development of Opera, generally speaking. 

The book, therefore, furnishes a sketch of the orinn and development of 
Opera, firom the beginning of the sixteenth century to tne present day. In the 
course of the book every opera which forms, or could conceivably form, part of 
the modem repertory is disaissed, the plot described, and the most salient features 
of the music indicated. 

An elaborate index makes reference to each individual work at least as simple 
as in the old alphabetical S3r8tem of arrangement. 
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By the Author of " Mary Powell " and " The Household 

of Sir Thos. More." 



In crtmm Svo, with an Introduction by the Rev. W. H. HUTTON, B.D., 
Tkoeniy-six Illustrations by John Jbllicob a$ul Hb&bbrt Railton, cloth 
elegant, gilt top^ uniform with " The Household of Sir Thos, Afore,*' price di: 

Cherry and Violet, a Tale of the Oreat Plas:ae. 

EXTRACT FROM MR. HUTTON'S INTRODUCTION. 

''With 'The Household of Sir Thos. More' we walked in the dangerous 
days when the Lion found his strength. With ' Cherry and Violet ' we are in 
the still more alarmine atmosphere of the Commonwealth and the ReBtoxmtioii. 
Year by year, as old nouses open their chests, and scholars hunt amoi^ their 
yellow papers, we learn more of the reign of terror which marked Uie closing 
years of the Protectorate. . . . When we find ourselves in the heyday of the 
Restoration, or when we watch the splendours and the scandals of the Court of 
Charles II., we learn from the scandalous Pepys . . . how utterly rotten was the 
social life of the age, even among those, too often, who might seem to sit sedately 
above its more flagrant iniquities. 

" And then there comes in Defoe with his marvellous photographic realism of 
fiction, and telb us of the horrors of the Plague with a fidelity wmdi those who 
had lived among them could, we fancy, hardly have approached. . . . 

" It was a happy thought which made the story begm on old London Bridge- 
happier still, readers will now think, when they see Mr. Herbert Railton's beao- 
tiful drawings. Something we learn of the stress of the time as we recall, with 
Mistress Cherry, the strange pageants which the bridge-dwellers watched from 
their windows. . . . Scarce anvwhere but in Florence and in Constantinople can 
we now recall what sights old London Bridge must have witnessed. Mr. KaOtoo 
sees them, though, very clearly, and we are more than content to see with his 
eyes. Something idealised they are, perhaps. Old London Bridge was hardly 
so beautiful, surely, as he pictures it ; and his drawings, perhaps, are more like 
what the houses ought to have been than ever they were. * More Nurembergy 
than Nuremberg,' says Mr. Ruskin of some of Prout's famous work. We may say 
it of Mr. Railton's old London ; and high praise it is. And as Mr. Railton brings 
back to us the scenes, so Mr. Jellicoe gives us the persons of old time in their 
habits as they lived." 

In crown Svo, with an Introduction by the Rev. W. H. HuTTON, B.D., a Portrait, 
and Twenty 'five Illustrations by JOHN JELLICOE and Hbrbbrt Railton, 
cloth elegant, gilt top, price 6s, 

The Household of Sir Thos. More. 

With an Introduction by the Rev. W. H. Hutton, B.D., Fellow of S. John's 
College, Oxford. 

"Mr. W. H. Hutton furnishes an introduction, in which be gives a sympathetic 
criticism of the book, and a brief memoir of the author (Miss Manning), and some 
notes on More himself. Twenty-five illustrations by John Jellicoe and Herbert 
Railton show off the book to the best advantage. The frontispiece is a reproduction 
of Holbein's portrait." — Spectator. 

" Miss Manning's quaint and imaginative production has passed through many 
editions, but still retains the charm which made it famous." — Literary World. 
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THREE ILLUSTRATED BOYS' BOOKS. 

Large crown 9vo, lUusirated, cloth, gilt top, prUo 51. 

Chtimley's Post, a story of the Pawnee Trail. 

By William O. Stoddard. M^th Illustrations by Charlbs H. Stephens. 

Large crown Stv, Illustrated, clotht gilt top, price $s. 

Captain Chap ; or, The Rolling stones. 

By Frank R. Stockton, Author of "Rudder Grange," "A Jolly Fellow- 
ship,'^ &c. With Illustrations by Charles H. Stephens. 

A New Edition, in crown Svo, cloth, gilt top, price $s. 

Rudder Grange. 

By Frank R. Stockton, Author of " Captain Chap." With One Hundred 
Illustrations by A B. Frost. 

Note. — The above three Illustrated Works wiU be thoroughly appreciated by all 
lovers of books of stirring adventure and humour. 

New and Improved Editions of A. B. Frost's Books. 

TWO VERY FUNNY ILLUSTRATED HUMOROUS BOOKS. 

Super-royal %vo, boards, cloth back lettered, about 130 Illustrations in each, 

price 3J. dd, each. 

Stuff and Nonsense. By a b. frost. 

The Bull Calf, and other Tales. By A B. Frost. 

A REAL COMIC ARTIST. 

" Readers of 'Rudder Grange' will remember the admirable illustrations by 
Mr. Frost which did so much for the success of that amusing story. This year 
Mr. Frost eives us a book similar to his ' Stuff and Nonsense,' a delightful col- 
lection of humorous drawings which every one was laughing at a year or two 
ago. ' The Bull Calf, and Other Tales ' is a series of the most laughable stories 
told in a number of comic illustrations, which it is quite impossible to look at 
without laughing. The gem of the collection is the storv of the tramp who steals 
the clothes of a scarlet fever patient, and on discovering his mistake is reduced to 
dressing himself in a sheaf of wheat We have no artist in England so genuinely 
funny in this particular way as Mr. Frost, whose pencil is as skilful as ms wit is 
bright. The children who eet this book at Christmas will be assured of many 
happy hours both for themselves and their friends." 

"Tills is a book which will please equally people of all s^s. The illustrations 
are not only extremely ftmny, but they are drawn with wonderral artistic ab^ty, and 
are full of hfe and action. It is far and away the best book of * Stuff and Nonsense ' 
which has appeared for a long time." — Standard. 

"It is a most grotesque medley of mad ideas, carried out nevertheless with a 
certain regard to consistency, if not to probability." — Timea. 

" The verses and jin^^les which accompany some of the illustrations are excellent 
fooling, but Mr. Frost is also able to tell a ludicrous story with his pencil only.' 
—FtgiffO. 
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People's Edition, with Eighty Wood Engravings. 

Large crown Siw, cloiht gilt iop^ with Portrait and Eighty Wood 

Engravings^ prico ^s^ 6d. 

'' Their Majesties' Servants," or Annals of The 

English Stage, from Thomas Betterton to Bdmand Keaii: 
Actors— Authors— Audiences. 



By Dr. DORAN, F.S.A. People's Edition, with Portiait and Eighty Wood 
£i^[raviiigs. 

PREFACE. 

The following is Dr. Doran's prefiaice to the People's Edition published in 
1865, two years after the original work : — 



** A Second Edition of ' Thdr Majesties' Servants ' being required, I gladlj avail 
myself of the opportunity afforded by the public fovour, to oner a cheap issue of these 
annals of the English stage, in one volume— an edition which I have been repeatedly 
solicited, by ntunerous applicants, to prroare. By compression of details that were 
too diffiue, bf omission or passages not directly bearing on the genend subject of the 
book, by correction of errors that had been overlooked, and by addition of narrative 
whidb served further to illustrate mj story, I trust I have rendered the work worthy 
of the general patronage, to which it is now (in a greatly improved form) respectfully 
submitted. J. DORAN." 

Note. — ^The works of Dr. Doran, with their pleasant blending of antiquarian 
information and social gossip, are well known. To a portion of our readers it wHl be 
good news that the most popular of these, the " Annals of the Stage," first published 
under the characteristic title of ' Their Majesties' Servants,' has now been reissued. 

NEW AND CHEAPER EDITION. 

One Volumty demy Sz'^, clothj gilt top, with Portrait and Eleven Etchings, 

price 12s. 6d 

Memoirs of Count Qrammont. 

By Anthony Hamilton. Edited by Sir Walter Scott. With Portrait 
and Eleven Etchings by L. BoissON, after C. Delort. 

" For spirit, delicacy, and minuteness of detail it would be difficult to overpraise 
M. Delort's pictures." — Dally News. 

NEW AND CHEAPER EDITION. 

Fourth Edition^ One Volumey large crown 8zv, cloth, gilt top, with Mezzotint 
Portrait and Sixteen Illustrations of CellinVs works, price fs. 6d, 

The Life of Benvenuto Cellini. 

Translated by John Addington Symonds. 

"Among the best translations in the English language." — AthensimL 
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Two Important Ornithological Works by Henry Seebohm. 

THE STANDARD WORK ON BRITISH BIRDS. 

M Four Valimet, ratal Sva, cMh, -arith HUnunmi iVetd EngnBHl^ tuid Sixty 
aght Celotirtd Plata, fritt £6, fir., twe £s, 51. Mt. 

i History of British Birds. 

To whicb U added Ihe Author^i44otes on^theii ClasuGcalion and GeogiaphicU 
SOME PRESS NOTICES. 

" Mr. Seebobm'i work will be knawn to most of our readers already. OolosT, it 
it tnw, as Mr. Seebobm tells oi Id hia ptospectiu, bos been much aeglected oflale 
yean — at all events tbe scientiGc aspect of it ; and Hewitson's weeks being . . . out 
of dale, it was quite time tbat anotha Brilisb Oologf sbould take its place. ... A3 
his friends are well aware, no one is more competent, . . . from his unrivalled personal 
experiences in almost every pari of the western pal;eerctic region. " — Ths mi. 

"The illustrations are as nearly perfect as Ihe most careful colour-prindnj; can 
produce, rivalling — and it is no slight praise — the admirable egg-pictures of Hewttson, 
some of which might almost have been executed by band ; and the book is written In 
an easy, pleannt style, redotoit of the field rather than of tbe study. What more can 
we deare? Mr. Seebohm'spieturcaof [heir eggs can hardly be surpassed. " — Batmdar 

B«Tl>W. 

" The text contaiiu not only a description of eacb egg and its varieties, but also a 
very lull account of the IKe-bistor; of eaoi bird. ... If we may eonccin tbe woiki of 
Yarrell and Hewitson rolled into one. with correctioos, emendatioiu, and imponant 
additions, and with woodcuts as well as coloured plates, locbavratk is Mr. Seebohm't." 
—BxUneM. 

' • We unhesitatlQgly eipress our opinion tbat doce the time of Macgillivray no mcb 
original book as Mr. Seebobm's has been published on British cnJth^ogy ; we think 
that tbe figures of tbe eggs are by br Ihe best tbal have yet been given. " — ^MtBTtL 

/« One Voltntu, ^le, elelh, vrilh numtroHi Waed Ettgravingj attd ThetiUjr-MU 

Pt^ts ef Birdi, Ceteta-idby Hand, prict Ci, y.,nm £,1, laj. 6i Ntt. 

(SKLT TITS BVHDBED COPIES FKIHTBD; 

The Geographical Distribution of the Chara- 

driidce ; or, Tbe Plovers, Sandpipers, Snipes, and their Allleo. 

By Hknry Sebbohu, Author of "Siberia in Europe," "Siberia in Ada," 
" A History of British Birds, witli Coloured Illustrations of Iheir Eggi," &.C. 

" This is a handsome volume of more than 500 pages, and is illustrated by twenly- 
one coloured plates, drawn in Mr. Keulemans's best slyle. The book is profiuely 
Qlustrated by woodcuts, showing the specific charaders of tbe different spades, aod 
these will be invaluable to the student of these diEBcuit birds. In fact, no work has 
ever been so remarkably treated in this respect, and it will be the txiok of reference fee 
the CAamrfriiite for many years to come. The 'Keys to the Spedes ' are also eicellent, 
and Mr, Seebohm deserves every tiedit for having given us such a complete arrange- 
ment of some of the most tiresome of all Ihe binls which it falls to the lot of the 
omilbologisl to determine. Every naturalist who works out bis facts as completely ai 
the author has done is pennitted to account for ibem by any theory which seems to 
him good; and Mr. Seeoohm's arguments as to tbe origin of the species and their 
distribution are not only examples of clever writing, but are plausible enough if once 
the absolute certainty of the OSaraifn't,^ having been driven from tbe Polar Basin by 
laccessive ^ladal epochs is conceded. Besides tbe woodcuts of beads, tails, jtc, and 
oUier specific characters, tbe present volume is crowded with woodcut illuslration* by 
llr. John Millais. Mr. Lodge, and Mr. Holdbg, most extremely well done."— Vatwtb 
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Twa Volumes t large crown 8tv, cloth, gilt top, with 120 Coloured Plates^ 

price 30X. Net, 

The Flora of the Alps. 

Being a Description of all the Spedes of Flowering Plants indi^nous to 
SwitEerland, and of the Alpine Speaes of the adjacent mountain districts of 
France, Italy, and Austria, including the Pyrenees. By Alfred W. Bbnnstt, 
M.A, B.Sc, F.L.S., Lecturer on Botany at St Thomas' HospitaL With 120 
Coloured Plates. 

Note. — In the present work every species of flowering plant which is reported by 
competent authorities as growing wild in Switzerland is at least named, and a short 
description given, except in the case of the commonest English plants which are 
familiar to every one interested in our wild flowers. In choosine the illustrations an 
attempt has been made to represent every leading form of alpine flowering plants. At 
least one plate is given to every natural order which includes anv considerable numbr.' 
of alpine species ; and in the case of those genera which especiaUy attract the attention 
of tourists, such as the Saxifrsiges, the Gentians, and the PrimuUus, drawings are give:> 
of several species. No other illustrated work covers the same extent of ground. 

*' For the botanical tourist Mr. Bennett's * Flora of the Alps ' is a veritable godsend : 
the two volumes can be packed into his portmanteau without occupying over-mudi 
space, and they give just the special information needed in a compact, accessible 
form." — Literary World. 

"These very beautifullv illustrated volumes vnll be welcomed by the numberiesi 
p^plc whose summer holiday is spent in Switzerland or the Alpine districts." — ^Laad 
and Water. 

" The illustrations are ntunerous and accurate." — ^Timet. 

"Kir. Bennett g^ves an adequate description, and one which is both dear and 
exact, of all the species of flowering plants common to Switzerland.'*— Standard. 

One Volume, super-roycU Svo, cloth, with Thoo Photogravure Plates, One Plate 
in Colour, and Fifty -nine other Illustrations, price I2s. 6d, Net, 

Pern Growing : Fifty Years* Experience In Crosslns: and 
Cultivation. 

With a List of the most important Varieties and a History of the Discovery of 
Multiple Parentage. By E. J. Lowe, F.R.S., F.L.S. 

" In some respects the most important treatise on British Ferns that has hitheno 
appeared. "—Athenssum. 

"The work is freely illustrated . . . and is unquestionably the most important 
contribution to the literature of British Ferns that has been published for many years 
past." — Oardeners' Magazine. 

Third Edition, with Seventy-four Coloured Plates, super-royal 8tw, cloth, 

price ^i, \s.; now lar. dd. Net, 

A Natural History of British Qrasses. 

By E. J. LowK, F.R.S., F.L.S., &c. 

Note. — This is a work not only valuable to the botanical student for its pictorial 
accuracy, but of use also to the landed proprietor and the farmer, pointing out to ihcm 
those grasses which are useful and lucrative in husbandry, and teaching them the vahed 
soils and positions upon which they thrive, and explaining their qualities and the 
several uses to which they are applied in many branches of manufacture and industrj'. 
There is much interesting matter also in this volume app)ertaining to the ancient 
customs and sup>erstitions connected with the subject, which the author brings before 
his reader in a forcible rather than in a prolix style. 
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The Rev. F. 0. Morris's Popular Works on 

Natural History. 

ISSUE OF NEW AND REVISED EDITIONS. 

Fourth Edition^ Six Volumes^ suptr-mai Svo, clotk^ wiih 394 Plates Coloured by 

Hand, price £6y os, ; new £^, los. Net. 

A History of British Birds. 

By the Rev. F. O. MORRis, B.A. Also in Thirty-six Monthly Parts, price 
2s. 6d. Net per Part For Particulars^ see separate Detailed Prospectus, 

Fourth Edition^ Three Volumes, super-royal 8tv, cloth^ with 248 Coloured Plates^ 

price £3, y. ; now £2, ^s. Net, 

A Natural History of the Nests and Es:8:s of 

British Birds. 

By the Rev. F. O. Morris, B.A. Entirely Revised and brought up to Date 
by W. B. TSGBTMBIBR, F.Z.S., Fellow of the British Ornithologists' Union, with 
248 Plates chiefly Coloured by Hand. Also in Eighteen Monthly Parts, price 
2S. 6d. Net per Part. For Particulars^ see separate Detailed Prospectus, 

" These latter illustrations) are excellent, and indeed are the strength of this very 
handsome book, wnicb, in its new and more accurate form, ought to find a place in 
many a library." — ^Timea. 

Eighth Edition. Super-royal ^zw, cloth, with Seventy-nine Plates Coloured by 
Hand, price £1, is,; now i$s. Net. Also in Six Parts, price 2s, 6d* Net 
per Part, 

A History of British Butterflies. 

By the Rev. F. O. Morris, B.A. 

Fourth Edition, Four Volumes, royal Svo, with 132 Plates (1933 Figures), all 
Coloured by Hand, price £6, 6s, ; now £3, y. Net, 

A Natural History of British Moths. 

By the Rev. F. O. Morris, B.A. With 132 Plates Coloured by Hand (1933 
Figures), and an Introduction by W. Egmont Kirby, M.D. Also in Twenty-five 
Monthly Parts, price 2s. 6d. Net per Part For Particulars, see separate Detailed 
Prospectus, 

Two Volumes, super-royal Svo, cloth, price £2, $s. Net; now £1, los. Net. 

British Game Birds and Wild Fowl. 

Bv BsvBRLBY R. Morris, M.D. Entirely Revised and brought up to Date 
by W. B. Tbgbtmbibr, F.Z.S. With Sixty Large Plates all Coloured by Hand. 

One Volume, large crowti Svo, cloth, gilt top, price y. 

Francis Orpen Morris, a Memoir of Uie above-mentioned 
Autiior. 

By his Son, the Rev. M. C. F. Morris, B.CL., M.A., Rector of Nunbum- 
holme, Yorkshire. With Portrait and Two Illustrations. 
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The Large Type Edition WAVERLEY NOVELS. 
Edited with Introductory Essays and Notes 
by ANDREW LANG. 



In large crown Svo, cloth, gilt top^ with thi 250 Etchings printed on Jc^tmeu 
paper. Price 6f. p^ Volume, Also a few Large-Paper Copies^ on AmoUTs 
HctHd-made Paper, with the Etchings printed as proof s before lettersm 

The Large Type Border Edition of the Waverley 
Novels. 

With Introductory Essays and Notes by Andrew Lang, Supplementiiw 
those of the Author. Illustrated by more than Two Hundred and Fifty New u3 
Original Etchings. 

SOME ARTISTS AND ETCHERS 
Ckmtrilmtiiig to tbe "Border Bditton.'* 



Sir J. E. MiLLAis, Bart, P.R. A. 

LocKHART Bogle. 

Gordon Browne. 

D. Y. Cameron. 

Frank Dadd, R.I. 

R. DB Los Rios. 

Herbert Dicksee. 

M. L. Gow, R.I. 

W. B. Hole, R.S.A. 

John Pettie, R.A. 

Sir James D. Linton, P.R.I. 

Ad. Lai^uze. 



JULIBN le Blant. 

W. E. LOCKHART, R.S.A. 

R. W. Macbeth, A.R.A. 

H. Macbbth-Rabburn. 

T. Macwhirter, A.R.A., R.S.A. 

W. Q. Orchardson, R.A. 

James Orrock, R.I. 

Walter Paget. 

Sir George Reid, P.RS.A. 

Frank Short. 

W. Strang. 

Sir Henry Rasburn, R.A., P. R.S.A 



All the Btohings are printed on Japanese Paper by 
Mr. F. GOULDINO, of London. 

SOME PRESS NOTICES OF THE LARGE TYPE BORDER EDITION 

OF THE WAVERLEY NOVELS. 

** Mr. Andrew Lang's noble 'Border Exlition of the Waverley Novels' has 
reached its final and forty-eighth volume. . . . We trust that this fine edition of 
our greatest and most poetical of novelists will attain, if it has not already dooe 
so, the high popularity it deserves. To all Scott's lovers it is a pleasure to know 
that, despite the daily and weekly inrush of ephemeral fiction, the sale of his 
works is said by the booksellers to rank next below Tennyson's in poetry, and 
above that of everybody else in prose." — The Spectator. 

**0f all the many collections of the Waverley Novels, Mr. Nimmo*s * Border 
Edition ' is incomparably the most handsome and the most desirable. . . . Type, 
paper, illustrations are altogether admirable." — Saturday Review. 

'* I cannot believe that any more superb avatar of Scott can ever appear than 
this * Border Edition,* with its perfect print and exquisite etchings. '* — Trnth. 
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SOME PRESS VOTICES-Caiuiniud. 

"The handsome 'Border Edition 'hu been brought by Mr. Nimmo to a 
tcccessrol coDclusion. Mi. Nimmo deKTves 10 be complimented on the manner 
in which the Edition has been printed and illuslrated, and Mr. Lang on the way 
fn which he has performed hi* portion of the work. His Introductions have been 
tasteful and leadable ; he hu not oTerdone bis put ; and, while he has supplied 
mnch useful infonnalion, he has hy no means oreiburdened the Tolumei with 
notes." — The Athetuenm. 

" Mr. Nimmo'a spirited and amhitioua enterprise has been conducted to a lafe 
termination, and the most ideal edition of the WaTcrle; Norets in eiictence b 
now completed." — Notn and Qneiles. 

" It would be difficult to find in these davs a more competent and sTmp«thetic 
editor of Scott than his conntiyman, the brilliant and versatile man of letters wtio 
bos andeitaken the task ; and if any proof were wanted either of his qnalifications 
oi of his skill and discretion in displaying them, Mr. Lang has fnmisbed it 
abundanlly in his charming Introdaction to ' Waveriey.' The editor's own notes 
aie jndtdously ipaiing, bat cotupicuoiuly to the point, and they are very discreetly 
separated from uiose o! the aathor, Mr. Lang's laudable purpose being to illustrate 
and explain Scott, not to make the notes a pretext for displaying his own critical 
bcultv and literary erudition. The iltnitratioru by various competent hands are 
beautiful in themsetTei and beantifaUv executed, and, altc^ether^ the 'Border 

Edition* of the WaTerleyNorelj bids fidi to b 

great Scottish classic."— The Tii 



o become the classical Edition of the 



In largt cnmm 8m, clatA, giit Uf, prU$ Six Shillimp ptr Vehmt. 
hag MoTd nur U DMt Np^ntalr' 

I. Waverley .... 

I. Guy Hannering 

\, The Antiquary 

y Rob Roy .... 

\. Old MoitalitT 

S. The Heart of Midlothian . 

r. A L^end of Montrote .... 

). The Bride of Lammennooi', and The Black Dwarf 

). Ivanhoe .... 

\ The Monastery 

I. The Abbot .... 

I. Kenilworth .... 

}. The Pirate .... 

I. The Fortunes of Nigel 

L PeverilofthePeak 

S. Quentin DuTWard , 

r. si Ronan's Well . 

I Redeauntlel 

^ The Betrothed 

1 The Talisman 

I WoodilDck. 

J. The Fair Maid of Perth 

} Anne of Geierstdo .... 

t- Count Robert of Paris, and Surgeon's Daughter 

\. Castle Dangerous .... 

5. Chronicles of the Canongate, &c., llie Two Drovers, Highland'! 
Widow, Aunt Maivoret'* Minor, Tapestried Chamber, Death ]■ 
ofLurdJock J 
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SPORTING BOOKS. 

In royal 8cv, cbth^ gilt top^ with Iwenty Illustrations by1,%L^. TsiCPLB. 

all Coloured by Hand^ price 2IJ. Net, 

Brighton and its Coaches, a HUtory of the London and 
Brighton Road. 

With some Account of the Provincial Coaches that have run from Brighton. 
By William C A. Blew, M.A. 

In royal Szw, cloth, gilt top, with 'ten Steel-Plate Engravings, Coloured by Hand, 

and Thirty 'five Wood Engravings, price 2U. Net. 

The Noble Science, a Few General ideas on Foz-Hnntlng. 

By F. P. DsLMi Radcliffb. A New Edition, Revised, Corrected, and 
Enlarged by William C. A. Blew, M.A. With Ten Steel-Plate Engravings, 
Coloured by Hand, and Thirty-five Wood Engravings in the Text. 

" The illustrations alone entitle it to a place in every sportsman's library/* — ^Daflj 
TUegraph. 

In royal ^vo, cloth, gilt top, ivith Tko'ehe Illustrations by HENRY Alxen, 

Coloured by Hand, price 2is. Net, 

Notitia Venatica. a Treatise on Fox-Hunting. 

Elmbradne the General Management of Hounds and the Diseases of Dogs, &c 
By Robert T. Vyner. A New Edition, Revised, Corrected, and Enlarged by 
WILLIAM C A. Blew. With Twelve Illustrations by Henry Alkbn, Coloured 
by Hand. 

Note. — ^This is a new edition of Mr. Vyner's well-known "Treatise on Fos- 
Hunting," with the 'admirable illustrations by the late Henry Aiken, all coloured by 
hand. The work has been tborouebly revised and corrected, and voluminous Anec- 
dotes and Notes of much interest added by Mr. William C. A. Blew. 

By the Author of " Handley Gross," &o. 

Demy Svo, $20 pages, Tivelve Full-page IllustratiofisbyV^iiSDKKYi^ Heath, Jelli- 
COB, printed on IVhatman paper, and Coloured by Hand, price I Or. 6d 

Hlllingdon Hall ; or. The cockney Squire. 

A Tale of Country Life. Bv R. S. SuRTEBS, Author of "Handley Cross," 
** Jorrocks*s Jaunts and Jollities, &c. 

"Mr. Jorrocks is one of those evergreens whom age cannot wither nor modem 
culture stale. * Handley Cross ' certainly used to be, and probably is still, the delight 
of every well-constituted schoolboy ; while the somewhat soberer ' Hillingdon Hall * 
should have considerable interest (or country folk at the present day, both as a picture 
of life in the early days of Queen Victoria, and as containing several eloquent dissert'^- 
tions by the hero and others on the effect of the abolition of the Com -laws upon tte 
agricultural interest." — Satarday Review. 

Crown %vo, cloth, gilt top, with Portrait atid 81 Engravings, price 51. 

The Complete Angler of Izaak Waiton and Charles Cotton. 

Edited by John Major. 

"There are all sorts of editions of the fisher's classic; but this will appeal most 
strongly to the man whose affections attach themselves with an equal tenacity to a 
good day's fishing and a good book." — Scotsman. 
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Works by the late John Addington Symonds. 

Second EdiHon^ in 7\vo Volumes^ demy Sivo, with Fifty Illustrations^ hound in 

clothe gilt top, price 2is, Net, 

The Life of Michelangelo Buonarotti. 

Based on Studies in the Archives of the Buonarotti Family at Florence. With 
Portrait and Fifty Reproductions of the Works of the Master. 

" It is not, perhaps, too much to say, that this biography supersedes, for many 
purposes, any work in the English language." — ^Tlmet. 

In Two Volumes^ small 4/0, with Eighteen Illustrations^ bound in half-German 
calf gilt top, price 421: Net, Also a few Large Paper Copies, 

The Memoirs of Count Carlo Qozzi. 

Translated into English by John Addington Symonds. With Essays by 
the Translator on Italian Impromptu Comedy, Goad's Life, The Dramatic Fables, 
and Pietro Longhi. Wiih Portrait and Six Original Etchings by Adolphb 
Lalauzs. Also Eleven Subjects illustrating Italian Comedy by Maurice 
Sand. Engraved on Copper by A. Mancbau, and Coloured by Hand. 

" Racy, vigorous, and fiill of spirit"- 



Second Edition^ One Volume^ don^ 8tv, Illustrated^ price ^r. Net, 

Walt Whitman, a study. 

By John Addington Symonds. With Portrait and Four Illustrations. 

" There is no better interpreter than Mr. Symonds is, no better guide to learning 
than this book."— National Obiervw. 

In One Volume^ demy Soo, cloth, price 51. Net, 

Qiovanni Boccaccio as Man and Author. 

In One Volume, demy Stfo, cloth, price 51. Net, 

Blank Verse. 

(Reprinted at the Author's special request.) 

In Thfo Polumes, small ^to, cloth, gilt top. Uniform with ** The Life of MicheU 

angelo Buonarotti^* Price 3,6s, Net, 

John Addington Symonds. a Biography. 

Compiled from his Papers and Correspondence by Horatio F. Brown. 
With Portraits and other illustrations. 

" A painful, a tragic . . . and yet at the same time an inspiring, an exhilarating 
book."— Saturday Review. 

" A very intimate delineation of a very exceptional personality." — ^Timai. 

" It is still Symonds who speaks; his speech interests us as it never did before. 
We are inclined to think that his ' Life ' will prove the best admired and most durable 
of his compositions."— M^. Krtmimrt Gotia In the St. James's Oaiette. 
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New publishing in nine Parts ^ price 1 6;. Net each. 

Naval and Military Trophies, and Personal Relics of 

British Heroes. 

A Series of Water-Colour Drawings bv William Gibb, the Descriptive Notes 
bv Richard R. Holmbs, F.S.A., and an Introduction by F.-M. Viscount 
WOLSBLBY, K.P., G.CB. Dedicated by permission to Her Majesty the Queen. 

Note. — ^AU those who are proud of the exploits of our Army and Navy will be 
interested by this work, which gathers into a permanent form relics of the great men 
and of the great victories which have made the British Empire what it is. The period 
covered may be judged firom the fiact that the oldest relic illustrated belonged to Sir 
Francis Drake ; the last, in point of time, to General Gordon. 

Mr. Gibb has had unique opportunities for making his Drawings, since the 
treasures in the collections of Her Majesty the Queen, His Grace the Duke of 
Wellington, the Earl of Camperdown, and others, have been most generously placed 
at his disposaL No pains have been spared to reproduce his beautiful Water-Colours 
in a manner worthy of the National Tnumphs that they represent 

In addition to a complete Index, Part IX. will contain an Introduction to the 
whole book by Field-Marshal Viscount Wolseley, Commander-in-Chief. 

*'The beautiful water-colour drawings are reproduced in a manner worthy of the national 
triumphs they represent, and are of the nigbest mterest to those who are proud of the expktits 
of our Navy and Army. —United Service Gazette. 

"Nothing like it has ever been issued from the EngUsh press. The plates are beautUol 
facumiles of water-colour drawings by Mr. William Gibb, which the Queen has inspected, giving 
permission for the work to be dedicated to her." — Army and Nayv (jaxette. 

'* The work u sumptuously printed in bold but beauuful type witn rubricated dtles and iidtials, 
and altogether it b eminendy worthy of the dedication to herself which Her Majesty the Queen 
has been gradoosly pleased to accept." — ^Tlmet. 

Demy 4/^, superfine laid paper^ chth^ gilt top^ with Thirty Original Painter^ 
Etchings^ price £$, 31. Net. Each copy numbered^ and type distributee^ 

The Thames, from Oxford to the Tower. 

By William Senior (** Red Spinner"). Thirty Original Painters* Etchings 
by Francis S. Walker, R.H.A., R-P.E. 

"Mr. Senior has composed a letterpress which is, 'without o'erflowing,' full of 
historic and artistic guidance, while the etchings are beautiful, from the sercner grace 
of Magdalen Tower, which iforms the frontispiece, to the cloudy glory of St. Paul's 
from London Port, which ends the book." — Spectator. 

In oblong folio, half -bound elegant, with 60 Coloured Plates of Horses^ and 134 
Vignettes in the Text, all Coloured by Hand, 520 copies printed — each 
numbered. Price ;f 5, 5^. Net, 

Race Horses. Pedigree— Description— History. 

Also History of Celebrated English and French Thorough-bred Stallions and 
French Mares which appeared on the Turf from 1764 to 1887. 3y S. F. Touch- 
stone. Preceded by a Preface from the Duke of Beaufort. Illustrated by 60 
Coloured Plates of Horses by V. J. Cotlison, L. P^nicaut, and Lb Nail; 
also 134 Vignettes in the Text by Crafty, Cotlison, Le Nail, Arsenius, 
PiNiCAUT, Cousturier, &c., Coloured by Hand. 

/;/ Four Volumes y small 4/^, cloth, gilt top, price £^, 4J. Net, 

The Humourist, a collection of Entertaining Tales, 
Anecdotes, Epigrams, &c. 

With Forty Illustrations by George Cruikshank, Coloured by Hand. 
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Publications of John C. Nimmo is 

Om Volume f rtyal Stv, clothe giU edges^ with Newly Engraved Portrait and Thirty 
lUuitratians printed from the Chigined Wood Blocks^ price lOf. dd. 

Pictures of Rustic Landscape. 

By BiRKBT FosTBR. With Passages in Prose and Verse selected by 
John Davidson, Author of "Ballads and Songs." With Portrait and Thirty 
jSngravings. 

Note. — The portrait of Mr. Birket Foster prefixed to the present edition has 
never before appeared. The Thirty Illustrations, which are specimens of the English 
school of wood engraving at its best, are all printed from the original wood blocks. 

" Mr. Foster's landscapes are bright and fresh transaipts from a nature that he k>ves. He 
delights in farmyards and old thatched cottages and mills and cornfields and quiet commons 
where even donkeys graze undisturbed, and he treats these simple subjects with such an entire 
absence of affectation that one cannot choose but delight in them too. With a wealth of good 
reading from Lamb, Herrick, Wordsworth, Matthew Arnold, Geoige Eliot, Hazlitt, Richard 
Jefferies, and other nature>lovcrs to supplement the fascination of the engrmvinnk— some of 
them as good as the famous Dalsiels ever produced — this is in every way a beautuul book."— 
Manchester Goardlaa. 



ILLUSTRATED BY WILLIAM STRANG, R.P.E. 
One Volume^ small 4/0, clothe gilt top^ price 2IJ. Net, 

The Pilgrim's Progress. 

With Fourteen Plates, Designed and Etched bv William Strang, R.P.E. 
(Illustrator of Milton's "Paradise Lost"). Printed on thick Japanese Paper by 

F. GOULDING. 

" A sumptuous edition, illustrated by Mr. Strang with great artistic power." — ^Times. 

One Volume^ 4/0, bound in cloth, with Proofs of the Etchings specially printed by 
F. GoULDiNG on Old French Hand-made Paper, and Mounted. One Hundred 
and Fifty Copies only printed for England and America, Each copy numbered, 
price ^ 3, 3J. Net, 

Paradise Lost. 

Bv John Milton. A Series of Twelve lUustrations. Designed and Etched 
by WILLIAM Strang, R.P.E. 

" Masterpieces of etchmg/*— Art Jonma]. 

In Two Volumes, demy ^mo, Roxburgh* binding, gilt top, 42J. Net, Also 
Large Paper Copies, with Portraits in duplicate. 

An Apology for the Life of Mr. Colley Gibber. 

Written by Himself. A New Edition with Notes and Supplement by Robert 
W. Lows. With Twenty-six Original Mezzotint Portraits by ^ B. Parkbs, 
and E^hteen Etchings by Adolphb Lalauzb. 

Demy S/vo, cloth, price iSs. Net, Also a few Large Paper Copies, cdl numbered, 

A Bibliograpliical Account of Englisli Tlieatrical 

Literature, from the Earliest Times to the Present Day. 

By Robert W. I>owk. 

" It b a work of much industry and research^ and will im>b«bly remain the standard biblio- 
eraphy of the stage. What further information is to be chronicled may be grafted on this stock. 
To the student and the collector it has real value."— Athenaeum. 
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A New ami CJuaper EdUion^ in Six V^luwus^ large erewn $tw^ cletk, gilt tep^ 
with an Introductory Essay on Monastic Constitutional History by the Rer. 
F. A. Gasqubt, D.D., O.S.B.,/rMy 42/. Net. 

The Monks of the West, from St. Benedict to St Bernard. 

By the Count db Momtalbmbbrt, Member of the French Academy. With 
an Introduction by the Rer. F. A. Gasquet, D.D., O.S.B., Author of '< Henry 
Vlll. and the English Monasteries." 

" AU that remaint to the critic is to welcome a new edition, and praise the handsome dress, 
the beaatsfol type, the handy size <^ the volames» and last, and not least, their marreUons cheap* 
nesa. Dr. Gasqnet's preface will repay a carelul pemsaL . . . We only wish we had more of 
the spirit that pervades hb prefisce to deal with.'*— Church Timet. 

In Six Volumes^ small 4/0, cloth^ ^ top^ price £6, 6s, Net, Also a few Copies 
printed on Large Paper with the Initial Letter and Rules in Red, 

The Works of the Late Sir William Stirling- 
Maxwell, Bart. 

Annals of the Artists of Spain. 4 vols. 
The Cloister Life of the Emperor Charles the Fifth, i vol 
Miscellaneous Essays and Addresses; also Bio^rraphical 
Notice and Bibliography, i vol 

Edited with the Author's latest Additions, CorreetionSy and Annotations, and 
Illustrated by the Original Woodblocks, Steel Engravings, and additional 
Menotint Ejigravings from Subjects selected by me Author. In idl 106 
Illustrations in the Six Volumes. 

" In their present casings the voltunes are already more than presentable, and whoerer, after 
keeping them for a space, puts them into the hands of a competent binder, will enjoy the pos- 
session of one of the very best books of its kind in any language, got up as it deserves to be. The 
work had risen during the life of the author to a price which put it bevond die reach of parses 
* below the rank of a stockbroker.' The six giiineas which the publisher asks for this reprint 
are a manageable sum, and by no means much for six such handsome volumes." — Saturday 
Review* 

A NEW WORK BY VIOLET FANE. 

One Volume^ small 410, half-calf gilt top. Two Hundred and Sixty Copies only 
printed for England and America^ on Arnolds Hand-made Paper, each num- 
bered, frice lOf. dd. Net, 

Under Cross and Crescent. 

Poems by Violet Fane. 

"The welUknown lady whose pseudonym is Violet Fane . . . has not been deaf to the 
inspiration of Constantinople, llie poems are clever, sometimes fantastic, always skilfiUly 
composed." — ^Tlmes. 

One Volutne, 4to, cloth, price 24s. Net, 

Early Venetian Printing Illustrated. 

With an Introduction by C Castellani, Prefect of the Marcxana Library, 
Venice. 

" A beautiful series of facsimiles, preceded bjy a learned introduction." — ^Timea. 
"Of the value and beauty of the tacsimiles it is difficult to speak in terms of %dbcx eulogy." — 
Notes and Qneriet. 
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